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Dear reader, in this publication, you
will occasionally notice QR codes
and icons alongside each type of

the diversified content. Scan them,
or click them if you're reading on a
digital device, to access additional
information, as well as to stream
audiovisual content, such as debates
or concert recordings held within the
framework of Halagat.



Editorial

How can such arich projectas
Halagat be summed up inone
publication, a project that, over
the course of two years brought
together quite a distinct host of
figures from numerous countries
across Europe and the Arab world
under the umbrella of several
activities? How do we address,

in a limited number of pages, all
aspects of the Politics of Spaces
and Bodies, the subject that
Halaqgat aims to address? And
finally, how does one document
and tell the story of a projectin
the making?

In three roundtables—first held
online due to health conditions and
then face-to-face in Brussels—27
experts from the Arab world and
Europe met to discuss cultural rela-
tions between the two regions, the
actors, and their points of strength,
as well as to discuss the imbalances
taking place, and especially how
these relations can be developed

in the coming years. Out of these
roundtables, the work titled Lessons
for the Future has emerged, which
offers anyone involved in the field av-
enues of reflection and improvement
on the five themes identified as the
most pressing, i.e., mobility, funding,
fair cultural relations, the sharing of
expertise, and crisis as a permanent
state. Specifically, these are the five
topics that comprise the structure of
the Halagat publication—they rep-
resent the titles of the five chapters
wherein these Lessons for the Future
are conveyed. Our work as organis-
ers was limited solely to the textual
formatting. Hence, the lessons, as
published, accurately and honestly
reflect the experts' ideas. These

are followed by the best practices,
research and texts that they shared
during their meetings.

While these lessons gained consen-

sus among the group of experts, they

nevertheless sparked deep discus-
sions during their preparation. This
diversity of views is of great inherent

value, hence our wish to maintain the
richness of the opinions expressed.
Each chapter includes essays,
interviews and testimonials, intended
to synthesize relevant elements of
the topic, bring up any point not
addressed, embody further abstract
proposals, or share a personal expe-
rience. These texts were proposed
by cultural experts and artists work-
ing in different fields, all of whom are
related to the Halagat project.

To wind up, and because the goal

of these cultural relations has not
been confined to the theoretical and
political levels but also to cover the
artistic and human levels, Halagat
has provided the opportunity to a
good number of artists, men and
women (from the media, perform-
ing and visual arts), musicians, and
directors, to create, to exchange, to
come together, and to have training
sessions. Hence, they were asked to
make artistic contributions, whether
existing ones or new works inspired
by their own practices within the
framework of the Halagat project.

It was highly interesting to see that
most of these contributions tackled
the five main themes outlined above,
and that to include them in this or
that chapter would open up newer
and broader horizons.

These five chapters comprise a
diversity of visions, projects, queries,
and pieces of analysis rooted in the
past, in addition to a rich experience,
albeit all within the framework of

an insightful and consistent view of
the future. This is what the Halagat
project’s publication offers, hoping

it will open new vistas for its readers.
We wish you a happy reading!

Dounya Hallaq

Project Officer Halaqgat,
Goethe-Institut Brissel
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EEAS Foreword

Few regions share the same long
and rich multi-layered relation-
ship as Europe and the Arab world
do across the Mediterranean Sea.
The Mediterranean has in fact

for millennia been a highway of
socio-economic communication,
including technological, cultural
and human exchanges, bringing
together a wide array of people,
languages and traditions. Already
athousand years ago, a poem
written in medieval Spain would
find its way to Baghdad within
weeks and still today, the songs of
Umm Kulthum resonate in Europe
and the Arab world alike.

Both regions are committed to
deepening these old cultural links
with their neighbours and to bring
them to a contemporary reality. At a
time where the two sides are fraught
with "competitive narratives", where
cultural differences are sometimes
used to deepen differences and
conflicts, interest remains more than
ever to come closer together as
there are ultimately more things that
unite us than divide us.

Halagat is born from this wish to get
closer. It involves a collaborative and
cooperative approach to art practic-
es in view of gaining cross-border
experiences, knowledge and learn-
ing. As a cultural program initiated
and financed by the European Union,
Halagat mainly aims to promote
cultural diversity, mutual respect
and genuine inter-cultural dialogue
through the interaction of artists and
other cultural actors including the
participation of citizens from both
the EU and the Arab world.

The Halagat project celebrates
cultural links and supports creative
industries, bringing people together
and igniting discussions and debates
on art and culture to reinforce the
cultural cooperation between the
European Union and the Arab world.
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Halagat not least seeks to reinforce
the structural relationship between
the European Union and the Arab
League as the two main intergov-
ernmental organisations of the two
regions, and thus to enhance their
role as providers of stability and a
rules-based multilateral international
order that relies on mutual knowl-
edge and understanding of the
people they serve.
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Goethe-Institut and
Bozar Foreword

Halagat means "circles" or
"links". Its spirit is to consolidate
meeting points and build bridges
between Europe and the Arab
world. Fromresidencies for
artists working in the visual

arts, performing arts, music and
cinema, to public debates and
roundtables, each activity in this
project has been designed and
carried out through dialogue
and exchange between the two
shores of the Mediterranean,
leading to new synergies

being created through the
complementarity of their
perspectives and histories.

Halaqgat has therefore allowed
emerging or established artists

to showcase the results of their
research and creations to a larger
audience, one which has been able
to discover the original nature of
their work and even—on certain
occasions—to have a constructive
and rewarding exchange with them.
These productions have also been
shared with cultural programmers,
laying the groundwork for promising
future collaborations. These direct
connections were a major goal

of the project, as demonstrated,

for example, by the Halagat Impro
Session. The participants were
selected following a call for projects
to bring together musicians with very
different profiles from Europe and
the Arab world. At the end of a five-
day residency that gave them the
opportunity to discover one another,
to exchange experiences and to plan
an original programme, they offered
the audience at Werkplaats Walter a
memorable improvisation session,
followed by a concert of exceptional
quality at Bozar.

A veritable laboratory of human and
artistic experiences, Halagat thus

offered an unprecedented space for
immersion and creation where each
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person could set out to discover the
richness of others. This is a model
based on the welcoming acceptance
of otherness in the midst of a chang-
ing world.

Specifically, Halagat’s programme

focused on four disciplines: music,
media arts, cinema and performing
arts, with three components:

Creation: residency programmes
that brought together European
and Arab artists with distinct
backgrounds in Brussels in a
process of artistic creation;

The presentation of artistic
activities: film screenings,
concerts, performances, art
installations, and the presentation
of works created at the end of the
residencies;

Reflection on cultural relations:
experts and cultural operators
from Europe and the Arab world,
who met on several occasions
with a view to developing closer
cultural and artistic cooperation
between the European Union and
the Arab world.

Halagat is a European project
organised jointly in 2021 and 2022
by the Goethe-Institut and Bozar -
Centre for Fine Arts Brussels, with
many Arab and European partners:
Cinemaximiliaan, Atelier Graphoui,
Sound Image Culture - SIC, iMAL,
Cairotronica, San3atech FabLab
Egypt, Werkplaats Walter, Amman
Jazz Festival, Théatre Marni, Studio 8,
La Bellone and the Ad’Hoc Platform.
We could not have dreamed of a
better combination for this under-
taking, unprecedented in terms of
scope and ambition, which was able
to draw on the experience and know-
how of the two cultural institutions
that are leading it.

The Goethe-Institut has a unique
network in the Arab world, with 16
of its 158 local branches around
the world located in Arab coun-
tries. This network has developed

through the co-creation of specific
cultural programmes designed with
local partners, which reconceive of
traditional geopolitical categories
and weave lasting links across the
Mediterranean. Bozar is a Belgian
institution with a broad cultural focus
and which is in constant collabora-
tion with international partners. With
regard to the Arab world, Bozar pays
particular attention to displaying and
highlighting its richness and variety,
presenting numerous concerts, per-
formances, films or writers from this
region each year and playing an ac-
tive role in the work of the Mahmoud
Darwish Chair, which focuses on
contemporary artistic creation from
the Middle East and North Africa.

The objectives of Halagat are
therefore a natural fit with the vision
and practice of the two institutions,
which have enjoyed many years of
mutual collaboration and both work
to disseminate Arab cultures to their
audiences and the many diaspora
communities in Brussels.

Dr. Elke Kaschl Mohni

Regional Director Southwest
Europe, Director Goethe-Institut
Brissel, Delegate for

European Affairs

Christine Perpette

CEO ad interim &

Financial Director

Bozar - Centre for Fine Arts
Brussels

ral



Politics
of Spaces
and
Bodies

by Nedjma Hadj
Benchelabi

Nuzhat al-mustaq fi-i tiraqal-afaq
The excursion of the one who yearns
to penetrate the horizons, by Al Idrissi
(approximately 1100-1166)

Muhammad ibn Muhammad Al Idrissi (circa
1100-1166) was an Arab geographer and advis-
er to the Norman king Roger Il of Sicily. He was
born into a family of Andalusian and Maghrebi
princes and sharif saints in Sabtah (Ceuta), on
the coast of Morocco. He is best known for

his Nuzhat al-mushtaq fi ikhtiraq al-afaq (The
excursion of the one who yearns to penetrate
the horizons), one of the greatest works of
mediaeval geography.

For 15 years, Al Idrissi travelled
through lands and crossed horizons
as he drew his incredibly detailed
and precise maps. He supplemented
them with incredibly detailed obser-
vations of the various landscapes
and societies he encountered. In

this geographer, we find a body in
movement, one that is nourished by
a certain curiosity to understand the
world. In his maps and travel mem-
oirs, we can find a deep desire to

not only gather this knowledge, but
one that is dedicated to transmit it to
others. It is important to note how he
incorporated the socio-cultural and
political realities of the environments
he travels through.

From an artistic perspective, we are
confronted with a body in move-
ment, one producing work that pro-
vides us the opportunity to challenge
the hegemonic visual representa-
tions of our world. Al Idrissi’s work,
just like many others in his tradition,
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furnishes us with the tools necessary
to learn and unlearn as we under-
stand how the global connects to the
local, to free our understanding of
territories and histories from colonial
borders and Eurocentric-dominated
vision, all the while questioning how
this works as these representations
are submitted to the colonial vio-
lence of erasure.

Al Idrissi is one of the principal
inspirations for Politics of Spaces and
Bodies, He has allowed us to situate
the work we are undertaking today in
connection and continuity with an in-
credible historical and geographical
tradition, that—just like our project—
traverses borders and challenges our
current political, artistic, historical
and geographical understanding of
the world.

His work allows us to propose a cer-
tain reading of the artistic process in
which the interrelatedness between

ISP o
(\.n

the body and space are inherent and
crucial. Secondly, his work will also
lead us to pose certain questions
regarding the complexity and politics
of manoeuvring our bodies in the
spaces we occupy or seek to occupy.
Thirdly, | would like to address the
ways to transmit the various forms of
knowledge, wounds and practices

of healing and remembering that our
bodies have accumulated. In addi-
tion, I would like to reflect on how we
create the spaces for these perfor-
mances or practices. Lastly, | want

to propose how we can understand
these as part of a lineage in order to
construct a sustainable ecosystem of
cultural and artistic work.

We, artists, thinkers and cultural
operators from the Arab region and
Europe involved in Halagat gather
and share knowledge, which we
understand this knowledge to be

rqao
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inherently embedded in our re-
spective socio-cultural and political
environments. In so doing, we aim to
challenge the current representation
of the world and connect spaces
and ideas which, at first glance seem
distant from one another, like the
sites on Al Idrissi’s maps. It is in that
way we believe we are following in
the steps of Al Idrissi and numerous
others. With Politics of Spaces and
Bodies as the backbone of this pro-
ject together, Halagat operates as a
framework offering many artists and
thinkers from Europe and the Arab
world a platform. The artistic process
underlying this project creates a
space in which we foster collabora-
tion and exchange all of our diverse
forms of knowledge, positions and
political realities. In Halagat, being a
group of many is a principal attitude,
one that aims to evoke previous
explorers, stitching together the
present with the past while attempt-
ing to draw future perspectives. It is
a platform that transcends the usual
commons and welcomes bodies and
spaces that explore many horizons.

Halagat places itself in continuation
with previous initiatives set in a cul-
tural landscape in the Arab world and
in Europe. This positioning is crucial
in order to build and preserve a line-
age that challenges the structures of
amnesia and erasure as we seek to
access previous resources, allowing
us to reflect on and question our
present while envisioning different
futures. Culture is fundamental for
the understanding and reinvention
of our humanity. It is essential to the
healing of our wounds and the crea-
tion of a better future. Building and
preserving this lineage can only exist
through the continuous creation and
sustenance of spaces and projects
that allow this exchange within art
and culture.

The Halagat project thus needs to
be understood as an ongoing work,
a long-term involvement, that is
inherently further building on (and is
interlinked with) previous and recent
initiatives alike in Europe and the
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Arab region. These connections are
necessary to incorporate sustaina-
bility into our practices as well as for
understanding, acknowledging and
valuing the considerable knowledge
and efforts made in the field of art
and culture. This positioning is one
way of combating the feeling of hav-
ing to start each time ‘from scratch’.

We should thus understand our work
through its interconnections, seeing
alliances as fundamental to build

and consolidate an ecosystem of
solidarities, creation, and knowl-
edge transmission that still respect
singularities and specific concerns,
while transcending the geographical,
political and socio-cultural borders
that shape our world and cultural and
artistic practices today.

2.

As we understand our practices as
being inherently embedded in their
political, economical and socio-cul-
tural realities, our work is constantly
being challenged and influenced
by the legacies of colonialism and
imperialism, alongside the current
Western hegemonic structures of
oppression, discrimination and bor-
der-violence. Conflicts, war, forced
mass displacements, the rise of ex-
treme right-wing European politics,
and Islamophobia have been com-
bined with migratory movements
consisting of post-war economic
labour migration, as well as mass
forced displacement and flight from
the violence associated with conflict
and repressive dictatorships.

This environment is the reality of the
regions in which we currently live
and work or seek to live and work.
This reality makes relations and in-
terconnections between Europe and
the Arab region extremely complex
and often difficult, which affects the
artistic process in a deeply signifi-
cant and forceful manner.
"It seems to me that in the last
few years |'ve been engaged
more in stitching worlds together,
almost putting sutures into

gaping wounds, with memories
of a recent and violent past
undigested by either side. And |
keep thinking about our cultural
projects and their ability to
encourage dialogue in order to
dress the wounds in a pervading
context of populism that goes
hand in hand with growing
conservatism." (Benchelabi, 2017)

Continuously on the move between
projects, festivals and initiatives in
Brussels and cities in the ‘Maghreb’
and ‘Mashreq’, this political reality is
something | am confronted with at
every stage of my work. However,

I have found this coming and going
to be a very nourishing process, as
each journey offers an opportunity
to challenge these very structures.
My constant coming and going
demands a readiness to learn and
unlearn, as | have found how these
transnational and transcultural
artistic practices redefine ‘otherness’,
construct comprehensions of art,
and create content for contempora-
neity, far from pre-set and defined
western formats.

| thus understand our work to be
inherently embedded and influenced
by our historical and current political
realities, as well as an initiative that
aims to transcend and challenge
these politics. Our work is a continu-
ation, a contribution and an acknowl-
edgment of a historical socio-cultural
lineage and hopes to contribute to
the construction of an ecosystem
founded on transnational and trans-
cultural alliances and solidarities.

3.

With Politics of Spaces and Bodies as
a conceptual framework, artists and
thinkers within the Halagat project
tell stories of power, limitation and
impact over spaces and bodies, a
theme that remains highly recurrent.
Within this theme we find ourselves
able to ask: What is the position of
public and private space in both
regions and in the different coun-
tries? How do people deal with this?
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How are they performing? How do
they create collectively? What does it
mean to be a collective? What is the
space for individuality?

These dramaturgical lines are put
forward in order to not only under-
stand the realities and experiences
of each of our positions, but also to
start coming together in order to
collectively imagine the different
politics of body and space. All of
the works demonstrated the incred-
ible commitment of the artists to
their local context, challenges and
concerns, and were deeply founded
in the struggles that abound in their
societies. Artists situated in experi-
ences of diaspora and displacement
produced works that challenged
our current representations and
understandings of ‘the migrant’.
Their geographical and political
positionings shape their arguments,
thereby contaminating their artistic
processes. The artists all managed
to translate this complexity of
experiences, struggle, and creation
into a singular and proper language.
In that way, one could understand
these participants as explorers,

the smugglers of new content
regarding exile and belonging in the
noblest sense of the word, for the
benefit of all.

It is within this space that the body
moves, and is able to receive as well
as communicate the politics of its
location, or in the words of Judith
Butler:

"For politics to take place, the
body must appear. | appear to
others, and they appear to me,
which means that some space
between us allows each to
appear. We are not simply visual
phenomena for each other - our
voices must be registered, and
so we must be heard; rather, who
we are, bodily, is already a way of
being "for" the other, appearing
in ways that we cannot see, being
a body for another in a way that

| cannot be for myself, and so
dispossessed, perspectivally, by
our very sociality..." (Butler, 2011)
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Politics of Spaces and Bodies thus in-
vites us to share and understand our
different positionalities in this world,
to understand how we relate to our
own locality as well as those of oth-
ers, and to deconstruct geographical
hegemonic visualisations of our
world. In that conceptual framework,
we have understood the body to be
the reason for politics to take space,
and the element with which we expe-
rience it collectively and are able to
communicate it to others.

4.

A friend, who works as an editor from
a known publisher in Beirut, pointed
out in one of our conversations that
"In a way, all our novels from the Arab
region are mostly writing our history,
not fiction as conceived in the West."
Together, they all constitute a puzzle
with which we can construct and
understand history (or histories) far
from the official narratives. In this
manner, they can be considered
"employees" of history, avoiding
erasure while filling in the gaps of
what was not written or transmitted
by the post-independent state and/
or the colonial power. It is highly im-
portant to also look at the artist as a
witness/employee of history, thereby
allowing us to understand, ques-
tion and shape what might come.
Furthermore, they are all participat-
ing in writing or re-writing art history.
Thus, taking a position to transform
and contaminate art history as the
West has a monopoly on such fields.

In the core of the Halagat pro-
gramme, the residencies, public
events and expert roundtables are in
dialogue with these different tempo-
ralities. These projects enable us to
link the personal with the collective
memory and to bridge the realities
of the spaces with a vocabulary of
the body. Being performative means
sharing certain experiences and
knowledge with an audience, with
these moments providing open
spaces for imagination, dreaming
and dialogue outside conventional
frames.

More specifically, performers and
musicians are crucial in linking

the intimate as a path towards a
collective memory of spaces, doing
so in a significant manner by freeing
themselves and engaging with inter-
disciplinary modus in their artistic
process. As many locations are cen-
sored, marginalised, and receive little
support from the institutional system,
thus the question and challenge
arises as to how to create/build a
network based on solidarity between
fields and positive contamination.

Apart from this interdisciplinarity,
cultural practices often appropriate
spaces outside the usual theatrical
and/or artistic venues in the Arab or
European regions. This results from a
search for different formats and, thus
also engages different audiences
with the process and the outcome.
These exploratory artistic practices
allow us to transcend reality by build-
ing new spaces wherein bodies can
be free. As such, artistic projects have
broken free from these established
codes and are thereby able to create
new forms of representation and to
foster new links between all audienc-
es and institutions or locations.

CONCLUSION

Through performance and art crea-
tion, our project seeks to ask the fol-
lowing questions: What can the body
make from its wounds? What does
our body retain after these crossings
of 'burning' landscapes, so extremely
and so striking? How can we respect
the intimacy of our emotions and
invite others into our universe?

Performing as a conscious act:

An act that establishes a dialogue
between audiences and artists.
An act that encourages us to
break free from established
codes and which leads us to new
forms of representation. These
performances are by artists who
sculpt their materials in a charged
present that has not finished
soliciting the past in order to
project itself into the future.
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Creating art questions ourselves,
others, and the spaces we occupy:
It is a process that takes hold

of and confronts our anxieties,
passivity, and feelings of
powerlessness towards the
injustices and the frustrating
feeling of defeat. The artistic
process takes those feelings and
transforms them into actions of
healing, creation, invention, joy,
and rage.

In that way, performing and the
process of creating art helps us
engage in work that mends our
wounded partial memories. Works
that allow for reconciliation, healing
and remembrance. Works that
carry the vocabulary of the world of
yesterday and today. It leads us to
form artistic practices that redefine
the contemporary in its own, unique
ways. It pushes to explore deeply
political, poetical journeys in order to
create new narratives and non-nor-
mative languages.

The interrelatedness of bodies

and spaces creates a specific
temporality:

The performance or ‘workshop’
cultivates a sense of suspension
of time, a time for a new

mode of togetherness. This
temporality allows us to review
and reshape the present and
invites us to understand the
relevancy of being together

and building together new
spaces of ‘otherness’. Specific
artistic proposals and audience
experiences transform the
people involved into ‘intelligent’
travellers. As we try to forge an
artistic process that touches the
sensitive and the fragile, while
avoiding simplistic answers or
ready-made solutions. We thus
aim to create a lineage of artistic
practices in which our bodies
inform, translate, document,
and share the knowledge

it accumulates as we move
through different spaces.

17

As we move forward, we might
feel the need to travel with this
project to the Arab region. We
need to constantly contextualise
our work and the themes we
propose to guide it. We will

need to continue rethinking and
reconsidering the significance
and relevance of these projects
as we adapt them to other spaces,
localities, and the politics of
those environments. We will

need to conceive of our work

as being inherently entangled
with the audiences and cultural
and artistic practices present,
and as creating initiatives that
contribute to the present lineages
or the ecosystem we aim to keep
constructing and unfolding.®

Nedjma Hadj Benchelabi
Curator & Dramaturge
Ad’Hoc Platform

Brussels, September 2022
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Audiovisual
Residency

The residency aims to focus on the
development and realisation of hybrid
films in an artistic and experimental
way with a perspective on the broader
context of displacement, spaces

and bodies. It also aims to empow-

er young authors by familiarising
them with different techniques and
cinematographic language and to
encourage them to develop their own
autonomous production processes.
Over the course of a year between
January and December 2022—and
with the support of the partner
organisations—workshop moments,
coaching sessions and masterclasses
are organised based on the specific
needs of every project and are sup-
plemented with regular encounters
between participating artists, coaches
and film professionals. The residency
provides a mentorship programme
according to the needs and expecta-
tions of the selected artists, with each
specific trajectory therefore being
tailor made. Made available through-
out the entire residency period are
facilities (i.e.: editing cells and audio
visual equipment) to process and
create the cinematographic materials.
All works realised during the residency
(either finished or works in progress)
are presented to the public during an
exhibition at Bozar - Centre for Fine
Arts Brussels.

The audiovisual residency

hosts are: Asaad Al-Hilali
(Baghdad/Liége), Patrick

Tass (Beirut/Brussels), Louay
Dabous (Damascus/Brussels),
Rebecca Tawk (Beirut/Brussels),
Zohra Benhammou and Romy
Vanderveken (Brussels)

Partners

Atelier Graphoui

Ellen Meiresonne
| Production Coordinator
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Justine Paulus

| Administrative Coordinator
Elen Sylla Grollimund

| Director and Coach-facilitator
Jacques Faton

| Coach
Sébastien Demeffe

| Editor and Coach
Thomas Ferrando

| Sound Editor and Mixer
Caroline Nugues-Bourchat

| Animation Studio Coordinator
Valéria Musio

| Distribution Coordinator
Pierre de Bellefroid

| Webmaster

Atelier Graphoui is an audiovisual lab-
oratory open to experimentation and
cinematographic research, assisting
filmmakers and audiovisual artists to
develop a peculiar language lying on
the fringes of styles and forms. We
support projects by offering diverse
writing methods, creative human
resources, equipment, audiovisual
facilities and a production space. In
particular, we provide high priority
support to novice audiovisual artists
or projects that, by their experimental
essence, have difficulties finding and
acquiring traditional funding. We can
host several projects at the same time,
which increases the possibilities and
opportunities for exchange and inter-
action between authors and projects.

grounds in Brussels and beyond. The
project’s facilities are located in the
heart of Molenbeek, offering a space
to create short films, host events
and share a warm and welcoming
home. We also actively reach out to
people in refugee reception centres
to take part in cultural activities and
projects. In this environment, new
voices acquire a space to express
and develop their own cinematic
sensibilities alongside help from
professionals and film enthusiasts.
We provide professional coaching
for first time filmmakers from both
national and international direc-

tors, and we believe each person is
unique and thus has potential that
can blossom in a stimulating, appre-
ciative and learning environment.
Therefore, our film making processes
include workshops, casting sessions
and masterclasses which are open to
anyone who wants to participate.

Cinemaximiliaan

Gawan Fagard
| Founder
Cynthia Vandenbruane
| Production Assistant
Virginie Milis
| Event Coordinator
Diren Agbhaba
Project Coordinator and
Film Productions
Majdi Abu Hasira
| IT and Production Assistant
Annabelle Van Nieuwenhuyse
| General Coordinator

Cinemaximiliaan is a sociocultural
and artistic initiative with the aim of
creating authentic connections be-
tween individuals from diverse back-

Sound Image Culture - SIC

Effi Weiss, Amir Borenstein
Jorge Ledn, Mary Jiménez
| Coaches
Susanne Weck
| Coordinator
Sophie Sherman
| Communication Manager

SoundIimageCulture - SIC is a work-
space where artists, filmmakers, and
anthropologists can find support to
realize their personal projects. SIC
offers a one-year program in Brussels
that involves artistic coaching
through collective seminars, individ-
ual mentoring, group critiques, and
inter-artist dialogue. SIC believes in
the richness that arises from breaking
the boundaries between genres:
art/cinema, fiction/documentary,
poetry/essay. SIC promotes the idea
of thinking by doing, rather than
writing in order to do. Discussions
start on audio-visual materials and
focus on formal and ethical questions
throughout the creative process, with
the purpose of developing an original
and personal point of view. SIC is not
oblivious to an ethical reflection on
representation in contemporary me-
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dia: we believe this to be of urgency
in the multicultural society we live in.

Media Arts
Residency

The residency programme focuses

on artists working with new media,

3D printing, mixed media and digital
tools. The residency involves prototyp-
ing, experimenting and exchanging
ideas between artists from differ-

ent backgrounds, as well as local
cultural players. For each session,

the programme brings together two
artists to give them the opportunity

to develop their respective projects.
The residency is also an opportunity
for them to explore common grounds,
share knowledge and provide each
other with constructive feedback

on the work they are developing.
Nourished by one another, the duos
develop personal projects, influenced
by the larger topic of Politics of Spaces
and Bodies to which each of the artists
responds in their work. For example,
four creative minds explored topics
such as: climate migration, the digital
self, the definition of past, present and
future imaginaries, and representa-
tions of power. The participants are
given access to iMAL's Fablab, the phi-
losophy of which is centered around
knowledge sharing, DYI culture and
open source communities. The artists
are accompanied by iMAL's and
FabLab Egypt’s teams: they produce
and experiment autonomously, while
building on each other’s expertise.

Four artists were selected for

the media artsresidency: Sally
Samaan (Damascus/Groningen)
and Ana Teresa Vicente (Lisbon)
inMarch 2022, and Natalia
Jordanova (Sofia/Amsterdam) and
Sabah Elhadid (Cairo) in May 2022.

Partners

Bozar Lab

Bozar Lab is a platform at the Centre
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for Fine Arts promoting multidiscipli-
nary encounters for artists, creative
entrepreneurs and scientists. It aims
to play a role in catalysing cultural
and creative industries by offering

a space for the development of archi-
tecture, urbanism, cinematographic
industries, photography, book
industries, design, fashion and the
digital culture. The Lab encourages
experimental collaborations between
artists and scientists with spill-over
effects in the framework of the differ-
ent artistic departments of Bozar. It
also raises awareness towards politi-
cians at local, Belgian and EU level on
various topics: smart cities, artificial
intelligence, creative economies or
post-humanism via the means of
exhibitions, conferences, festivals or
residencies.

Cairotronica is an independent plat-
form that supports research-based
art practices through creating
opportunities for the systematic
development of artists, scientists,
engineers, & academics whose
work presents the Arab region’s
perspective on the critical & urgent
topics that lie at the intersection of
art, science, technology & society.
Cairotronica does this through its
bi-annual festival as well as through
hosting talks, residencies, work-
shops, fellowships, performances,
and programs throughout the year.

iMAL - Art Center for Digital
Cultures & Technology

Xavier Klein

| Fablab Manager
ColinLegras

| Technical Director
Ana Ascencio

| Art Director

iMAL is an art center for digital
cultures and technology, located in
Brussels. Next to providing support
for artists in their experimentation,
research and production process-
es, iIMAL also hosts art exhibitions,
conferences, performances,

while facilitating critical reflection,
research and debates around the
current and future challenges of our
technological society. In 2012, iIMAL
also founded one of the first fablabs
in Brussels and one of the few with
a predominantly artistic community.
The fablab also aims to be widely
open to the population of the Canal
district of Molenbeek and welcomes
groups from local associations.

Cairotronica

Ahmed Ellaithy
| Co-founder
May Mostafa
| Communication Manager

Fab Lab Egypt by San3a Tech

Omar Seif El-Eslam
Digital Fabrication Solutions
Manager
Omar Senbisy
| Senior Fabrication Specialist
Raguia Hassan
| Operations Manager
Mohamed Abdelmohsen
| Blacksmith
In partnership with the start-up
Creatables

Fab Lab Egypt by San3a Tech is a
community-centered innovation
center committed to democratising
technical innovation and personal-
ized manufacturing in Egypt, and is
one of the first listed Fab Labs in the
MENA region. Through its network
of six fablabs across Egypt, Fab

Lab Egypt provides everyone with
access to digital fabrication tools and
machines, educational programs and
knowledge of how to turn ideas into
prototypes, alongside technical sup-
port in rapid prototyping, personal-
ized manufacturing, and low-volume
production. Fab Lab Egypt helped
jumpstart the Maker Movement in
Egypt in 2012, and since then (and
hand in hand with the other San3a
Tech products) it has helped grow
the community to tens of thousands
makers and innovators through
full-fledged services, awareness
platforms such as Maker Faire Cairo,
and capacity-building programs.
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Music
Residencies

The concept of the residency pro-
gramme is to focus on free impro-
visation, experimentation, and real,
live exchanges of musical ideas. It
aims at bringing together musicians
who do not necessarily know each
other, giving them the opportunity
to perform, improvise, experiment
and search for common ground
together. The residency programme
consists of a cycle of three residen-
cies, all taking place in Brussels. The
first residency focuses on jazz and
electronic music. The second one
deals with improvisation and ethnic
& folk music. Finally, the last resi-
dency focuses on a larger ensemble
with the possibility for participation
of the artists of the first two. The
residencies take place at Werkplaats
Walter, where the selected musi-
cians are supported by professionals
and mentors, including Christophe
Albertijn, Khaled Yassine and Amir
Elsaffar. During the residency, open
jams at Werkplaats Walter are organ-
ised, as well as a concert at Bozar on
the last day.

The selected artists are: Yara
Asmar: electronics (Beirut),

Elyse Tabet: bass, electronics
(Beirut), Mattias De Craene:
electronics, saxophone (Ghent),
Soet Kempeneer: double-bass,
electronics (Brussels), Amine
Dhouibi: electronics, guitar
(Tunis), Tammam Mohamad
Alramadan: ney, vocals (Aleppo/
Namur), Eren Aksahin: baglama,
oud, vocals (Varto - Gimgim/
Bielefeld), Sarra Douik: oud, vocals
(Tunis/Vicenza), Ahmed Ghanem
(Elhefny): bass (Alexandria / Paris),
Soroush Kamalian: kamancheh
(Teheran/Caen), Alex Simu:
clarinet, saxophone (Bucharest/
Amsterdam), Najah Nicolas
Tannous: ganun (Beirut), Khaled
Yassine (mentor): percussion
(Beirut), VictoriaKirilova Dodova,
bass (Sofia/Vienna), Eirini Zogali:
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bozouki, oud (Corinth/Rotterdam),
Roxanna Albayati: cello, ghaychak
(London/Iran), Ameen Mokdad,
violin (Samsun/Baghdad), Kholoud
Adal Saleh: vocal (Cairo), Ghaeth
Almaghoot: clarinet (Salamiyah/
Rotterdam), Sinan Arat: ney
(Erzincan/Rotterdam), Jon
Sensmeier: saxophone (Stuttgart/
Copenhagen), Yamen Martini:
trumpet (Aleppo/Ostend), Simon
Leleux: percussion (Brussels),
Hamdi Jammousi: percussion
(Tunis), Amir ElSaffar: trumpet
(New York/Chicago/Baghdad)

Partners

Amman Jazz Festival

Lama Hazboun

| Founder - Director
Rakan Hiasat

| Social Media Manager
lThab Abu Hammad

| Logistics and Operations
Mohammad Saefan

| Art Director

Established in 2012, the Amman Jazz
Festival has welcomed jazz acts from
around the world, marking its pres-
ence with passion among the wider
community of jazz festivals and jazz
lovers internationally. The Amman
Jazz Festival is the only major and
independent event dedicated to

jazz in Jordan, which has succeeded
in gathering local and international
professionals, attracting a wide audi-
ence over the years and expanding
globally, while creating opportunities
for sustainable cultural exchanges.
The Festival is known to celebrate
diversity, cultural fusion, creativity,
unity, and dialogue by featuring
international, regional and local jazz
musicians.

Werkplaats Walter

Teun Verbruggen
Lien Van Steendam
| Co-founders
Michael Thomas
| Technical support

Werkplaats Walter is a work and per-
formance place in Brussels for exper-
imental and avant-garde art and mu-
sic. Werkplaats Walter was founded
through an initiative by the musician
Teun Verbruggen. In a promising
building, Werkplaats Walter invites
Brussels and international visual
artists and musicians, offering work-
shop and rehearsal spaces, as well as
possible residencies and a concert
hall. Werkplaats Walter unites artists
driven by experimentation and im-
provisation, and is nestled in the very
heart of Cureghem (Anderlecht), a
densely-populated neighbourhood

a stone’s throw away from Brussels’
city centre, lying in the middle of the
rapidly developing canal district.

Performing Arts
Residency

The residency in performing arts is
aimed in particular at artists with pro-
jects in the research phase, which fall
within the theme of Politics of Space
and Bodies, a framework for develop-
ing imaginaries beyond geopolitical
and societal limitations and con-
straints. What is the place of public
and private space in the two regions
and in the different countries? How
will we soon experience physical

and digital spaces? The notion of the
body is linked to questions of gender,
power, grammar of movement and
representation on stage. Can we
continue to collaborate, and how

is it possible to have exchanges of
practice in these times of pandemic,
restricted mobility, and of invention
of practice in connection with the
world, the living in general?
Technical support is provided to

the artists by the partner structures
while the dramaturge Nedjma Hadj
Benchelabi accompanies the artists
in their creation by assigning men-
tors chosen according to the pro-
jects being developed. Exchanges
between the selected artists are
planned. The six-week residencies
are spread out over two periods: the
firstin summer 2022, while the sec-
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ond one takes place in fall 2022. The
nine artists are designers, choreog-
raphers, and also performers within
their creations. The "works in pro-
gress" are presented during a public
event organised on 9 November
2022 at Théatre Marni.

Two solos, Eman Hussein (Cairo)
and Marah Haj Hussein (Kfar
Yasif/Antwerp), are hosted atLa
Bellone. A solo by Alaa Minawi
(Beirut/Amsterdam) and three
duos by Nasrine Kheltent and
Abdellah M.Hassak (Brussels/
Casablanca), Mayar Alexane and
Louise Nora Hoekstra (Damascus/
Amsterdam) and Rym Hayouni
and Oussema Gaidi (Tunis) are
invited to the Théatre Marni.

Partners

LaBellone

Myléne Lauzon
| Director
Florent Garnier
Production and
communication manager
Olivier Cochaux
| Technical director
Valérie Sombryn
| Coordinator
Mariama Mah
| Housekeeper

La Bellone is becoming a place of
research and reflection, a dramatur-
gical tool for performing artists and
all those interested in the creation

of new stage writing. To this end, its
team organises events, conferences
& colloquia, seminars, workshops,
residencies (research, writing,
dramaturgy, creation, dramaturgical
practice and complicity) and multiple
meetings with artists. It wishes to
develop and give more visibility to
these activities and to the artists who
carry them out from 2024. To do

so, La Bellone co-organises several
of its activities in collaboration with
local, national and international
partners, as well as with non-cultural
associative partners. In addition, its
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Documentation Centre, which has
been active since 1988, is an essential
tool for research and meets the
needs of researchers, cultural opera-
tors and artists with its vast database,
which is comprised of articles from
the press as well as articles taken
from specialised theatrical journals.

Théatre Marni

Joélle Keppenne

| Director
Marie-Charlotte Caux

| Communication manager
Virginie Roy

| Public relations manager
Paulo Vilhalva

| Technical manager
Nelson Caterino
Ines Cavaco
Alice Créteur
Alexandre Dick
Mathias Guilmin

| Technicians

Théatre Marni is a place of human
scale in Brussels and in the landscape
of the Wallonia-Brussels Federation.
It is a place for artists to live and
work, with numerous residencies,
networking opportunities and a wide
variety of performances. Spectators
will find an eclectic and varied range
of events, with atmospheres tailored
to the scale of the project, with all
spaces contributing to the artistic
tool, central to the programming.
This contemporary programme
covers theatre, dance and circus,
jazz and visual arts. It is of course
also aimed at young people. In its

20 years of existence, it has been
adjusted and refined in response to
the changes and evolution of the sec-
tor. The post-war architecture is its
charm: the raw materials inspire and
conceal a multitude of encounters—
suspended moments. Festivals and
events regularly take over the area,
enriching the circulation of the public
and the visibility of artists.

Studio 8

Abd Al Hadi Abunahleh
| Artistic Director

Ren Xiaoman

| Creative Manager
Anas Abunahleh

| Production Manager
Noor Abughazaleh

| Finance Officer

Studio 8 is a Jordanian non-for-
profit company active in the fields
of dance. It was founded in 2014

by a group of young artists aiming
to shape and humanize the art of
dance through innovation, experi-
mentation, development, exchange,
education and research. At the
heart of the Studio’s mission is to
facilitate greater access to dance
and to increase opportunities for
cultural expression and awareness.
Over the 10 years and even further,
the founders of Studio 8 have been
working on different levels of dance
performance and dance transmis-
sion, and have witnessed the rapid
disappearance of dance encounters
of international, regional and local
dance performances and training, as
well as the struggle of local chore-
ographers, performers, and dance
makers to sustain their individual or
collaborative creativity. Studio 8's
key projects are designed with the
aim of creating a Jordanian dance
ecosystem to promote the art of
dance and dance culture in Jordan,
to make dance creation and produc-
tion more accessible, to encourage
dance education and research, to
promote diversity and inclusion, and
to become a portal for international
collaboration and exchange.
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Presentation of the
Expert Roundtables

The expert roundtables are one of the three main strands of Halaqgat,
in addition to public events (showcase) and artistic residencies
(capacity building). It represents the advocacy component of the
project which aims at raising awareness on the challenges and
opportunities for cultural collaboration between Europe and the
Arab world. We created a free space for dialogue between experts
from both regions to share their knowledge and experiences,

and to have exchanges on the challenges with and opportunities
for collaboration between artists, cultural actors and operators
within the field. Even if each cultural discipline, country and
context faces numerous and distinct challenges, there are some
common challenges and joint paths. The roundtables looked for
the commonalities and opportunities, and focused on how to
strengthen and improve the cultural collaborations taking place
between both regions and on mapping the good practices already
existing in both. The goal of these roundtables was to elaborate
together Lessons for the Future addressed to the political sphere,
practitioners and the general audience, and to present ways and
means to improve cultural collaboration between both regions.
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The Goethe-Institut and Bozar organised three interdisciplinary
expert roundtables in total, which gathered twenty-seven experts
from both regions with different profiles and backgrounds: experts,
artists, practitioners, independent content specialists and curators

in their respective cultural fields, as well as representatives of CCls
and cultural civil society organisations, cultural operators and project
partners. They came from Algeria, Egypt, Jordan, Lebanon, Morocco,
Palestine, Tunisia, and the United Arab Emirates, as well as from
Belgium, the Czech Republic, France, Germany, Greece and Slovenia.

We reached an ideal balance between both regions, including
between the different countries within the regions, as well as
between gender and age. The roundtables were facilitated

and moderated by Sana Ouchtati, an independent expert in
international cultural relations who is running several initiatives
in the field of international cultural relations, supporting
international cultural cooperation between European and global
cultural and creative sectors, including in the MENA region.
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During the two first roundtables, the experts got to know
each other, introduced themselves, and presented their
specific contexts and issues before starting to brainstorm
together. In doing so, they identified five main issues and
topics at stake when talking about the challenges facing
cultural collaboration between Europe and the Arab world:

Mobility

Funding

Crisis as a Permanent State
Fair cultural Relations
Sharing of Expertise

These five topics became the starting point of the Lessons for

the Future the experts drafted together in Brussels during the

last roundtable held in May 2022, and which are the structuring
elements for the Halagat publication. You will discover them in each
chapter, together with several links to articles and best practices the
experts shared during their common discussions. These Lessons
for the Future have established the path by which improved cultural
relations between Europe and the Arab world can be achieved.
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Expert
Roundtables:
Biographies

Abd Al Hadi Abunahleh

Founder & Director of Studio 8,

Artistic Director and Curator of

IDEA festival (Jordan)
Abd Al Hadi is a choreographer
and cultural organizer. He is the
artistic director of the dance
company Studio 8, and the director
of International Dance Encounter
Amman. He studied and completed a
Master of Arts in Dance Knowledge,
Practice and Heritage in France, in
Norway, Hungary and in the United
Kingdom. He is based in Amman,
Jordan where he runs creative pro-
jects with the city’s youth. As part of
Jordan’s very first street dance gen-
eration, he is currently working as a
key contributor to Jordan’s perform-
ing art ecosystem in nurturing exper-
imentation, creating and producing
original art works, and fostering the
development of emerging artists.

Mojeb Al-Zahrani

Director General, Institut du

Monde Arabe (France)
Mojeb Al-Zahrani has a profound
passion for cultural exchange. Born
in a small mountain village in Saudi
Arabia and inspired by his love of
French literature, he arrived in Paris
to study for his doctoral degree. His
thesis focused on the image of the
West in contemporary Arab novels.
He then returned to Riyadh to teach
comparative literature and modern
criticism, his ambition being to offer
"a different approach”. In 2016, he
became general director of the Arab
World Institute after being appointed
by the Arab Ambassadors Council
in Paris. Since then, he has intro-
duced and overseen several cultural
initiatives at the Institute, including
Cent et Un Livres in partnership with
the King Faisal Prize. The collection
focuses on connections between
French and Arab cultures.
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Shiran Ben Abderrazak

Former Executive Director,

Rambourg Foundation (Tunisia)
Shiran Ben Abderrazak obtained a
Master’s degree in Political Studies
from I’Ecole des hautes études en
sciences sociales (EHESS) in Paris
before working as an economic
journalist. In 2015, he published
Journal d’une Défaite, which was later
adapted for the stage by the Monte
Carlo Opera. He later co-founded
Dar Eyguem, an artistic residency in
Tunisia. In 2017, Shiran created the
Tunisian Desk on behalf of the EU
Delegation and the Creative Europe
programme. From 2018 to 2022, he
was the executive director of the
Rambourg Foundation, one of the
country’s largest cultural foun-
dations. He is convinced that the
creative economy and cultural diplo-
macy are strong bases for sustaining
development.

Khaled Bouzidi

| Director, Rhizome (Algeria)
Khaled Bouzidi is the founder and
director of the Algerian cultural
institution Rhizome, an independent
art organization and commercial
art gallery. Prior to Rhizome, Khaled
oversaw the cultural program at
the Embassy of the Netherlands
in Algeria and has collaborated
on several national and regional
cultural and artistic projects. From
2012 to 2016, he coordinated the
"Trans-Cultural Dialogues." In this
position, he organised cultural and
artistic events in Algeria and in the
Mediterranean, including large scale
public arts projects such as DJART
and El-Medreb. Khaled graduat-
ed from Gazi University in Turkey
and holds a Master's degree from
Sciences Po Paris in Arts and Politics.
He is fluent in Arabic, French, English
and Turkish.

Lydia Chatziiakovou
Curator, Co-director,
ArtBOX - Creative Arts
Management (Greece)
Lydia Chatziiakovou is co-director of
ArtBOX, a creative arts management
office that conceives contemporary

art projects revolving around the ex-
ploration of art as an agent of social
change. She has been involved in
projects that aim to create commu-
nities through art and creativity as

a means to empower participants
and democratise access to culture.
Her project "Tale of X Cities" brings
institutions and citizens together

for workshops that culminate in

a collaborative festival. Lydia is
member of the curatorial team of the
Goethe-Institut’s Freiraum Project,
with whom she co-curated the
Freiraum Platform’s hybrid festival
that included online conferences and
exhibitions as well as offline events in
more than twenty European cities.

Jean-Francois Chougnet

President, Mucem - Musée

des civilisations de I’'Europe

et de la Méditerranée (France)
Jean-Francois Chougnet is a historian
who holds a degree from Sciences
Po Paris. His career started in 2000
as General Manager of the Park
and Grande Halle de la Villette
in Paris. From 2007 to 2011 he
served as Director of the Colecéo
Berardo Museum in Lisbon. From
2011 to 2014, he held the position
of Managing Director of Marseille
Provence 2013, European Capital
of Culture. Since 2014, he has been
director of Marseille’s Museum
of Civilizations of Europe and the
Mediterranean (MuCEM).

Kathrin Deventer
Secretary General, European
Festival Association — EFA
(Belgium)
Kathrin Deventer is the Secretary
General of the European Festivals
Association. She is a co-founder
and board member of the European
House for Culture, an initiative by
EFA. She is also a member of the
Strategy Group of "A Soul for Europe"
and a co-initiator and board member
of The Festival Academy. With EFA,
she launched Europe for Festivals,
Festivals for Europe, a new pro-
gramme for arts festivals along with
FestivalFinder.eu an online search
tool. She served as a member of the
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https://www.facebook.com/ArtBOX.gr/?__tn__=kK*F
https://www.facebook.com/ArtBOX.gr/?__tn__=kK*F
http://FestivalFinder.eu

Culture Committee of the EU’s "New
Narrative for Europe" project. Kathrin
has an interest in culture and its role
in civil society engagement. She
believes in a cultural Europe that can
flourish out of the responsibilities
and interactions between people and
organisations.

Khadija El Bennaoui
Independent Programmer and
Curator / Head of Performing
Arts, Abu Dhabi Cultural
Foundation (United Arab Emirates)
With roots in theatrical performance
and an ongoing practice as producer
and curator, Khadija is committed to
improving conditions for creativity
and mobility. She has contributed
on cultural cooperation, grant-mak-
ing, cultural policy research and
program design to missions led
by EUNIC, the Ford Foundation,
the European Cultural Foundation,
Mimeta, Med Culture, UNESCO, the
EU Commission, etc. She has also
worked to strengthen South-South
networks; for example in 2005, she
launched Art Moves Africa, the first
mobility fund devoted to artists and
cultural operators travelling within
Africa. She has further facilitated
hundreds of travel projects and
played a key role in the development
of the Young Arab Theatre Fund (now
Mophradat).

Basma El Husseiny
Director, Action for Hope
(Lebanon)
Basma El Husseiny is a cultural
manager involved in supporting
independent cultural projects and
organizations in the Arab region
for the past 30 years. She was
the Culture Program Officer of
the Ford Foundation in the MENA
region, and the Arts Manager of the
British Council in Egypt. Basma is a
UNESCO expert on cultural gov-
ernance and a member of the Arab
Cultural Policy Group. She found-
ed Almawred Althaqafy, the Arab
region’s leading independent cultural
organization in 2004, followed by
the Arab Fund for Arts & Culture
(AFAC) in 2006. In 2015, she founded
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Action for Hope, an organization
that provides cultural development
programs to communities in crisis.
Most recently, she was awarded the
International Award UCLG Mexico
City - Culture21.

Ahmed Ellaithy

Cairotronica / Senior Director of
Technology Transfer, American
University in Cairo (Egypt)
Ahmed Ellaithy is an engineer and
entrepreneur with expertise in intel-
lectual property and patents. He has
extensive experience in design and
product management. In 2009, he
founded the Form Lab in the UAE.

Brahim El Mazned

Founder, Festival Visa

for Music (Morocco)
Brahim is an EU/UNESCO Bank of
Expertise member and a UNESCO
expert on cultural policy and creative
industries. He is an artistic adviser
for cultural events in Morocco and
across the world, and is a reference
in his organisation for artistic events
and musical programming. He was
selected by newspapers as one of
the top 100 leaders of sustainable
cultural development and as one of
the top 100 personalities making a
difference in Morocco. Since 2004,
Brahim has been the artistic director
of the Timitar Festival, a gathering
dedicated to Amazigh culture.
In 2013, he was elected as a mem-
ber of the board of the Forum of
Worldwide Music Festivals, and in
2014, he launched Visa for Music, the
first festival and professional market
dedicated to musicians from Africa
and the Middle East.

Silja Fischer
Secretary General, International
Music Council (France)
Silja Fischer studied in Berlin,
Moscow and Hamburg. She joined
the General Secretariat of the
International Music Council (IMC) in
1993 and has served as Secretary
General since 2009. In this role she is
in charge of IMC’s advocacy action,
membership, programme strategies
and partnerships. Silja also serves as

a liaison between IMC, the UNESCO
Secretariat and its Member States.
She strongly believes in strategic col-
laborations for effective and efficient
advocacy work, and represents IMC
in various advocacy groups such as
the Steering Committee of the CSO
Global Coordination (2005 UNESCO
Convention), the Climate Heritage
Network, and the #culture2030goal
campaign.

Nedjma Hadj Benchelabi
Independent Curator and
Cultural Operator / Programme
Coordinator for the Mahmoud
Darwish Chair (Belgium)
Born in Algiers and currently based
in Brussels, Nedjma is a curator,
dramaturge, and documentary film-
maker. Focusing on giving a voice
to performing arts in and from the
MENA region, she is associated with
prominent Belgian cultural venues in-
cluding Dito’Dito Brussels. She is also
Associate Curator of the "On Marche"
Contemporary Dance Festival of
Marrakech, as well as Dance Curator
of the "Arab Art Focus" at Downtown
Contemporary Arts Festival. She
curated the TASHWEESH Festival, an
initiative conceived by the Goethe-
Institut along with "the Un/controlled
Gestures" programme. Due to her
specific expertise and diverse col-
lection of published articles, Nedjma
contributes to public debates and
discourse in both regions.

Jowe Harfouche
Executive Director, NAAS -
Network of Arab Alternative
Screens (Germany)
Jowe Harfouche is a filmmaker
based in Berlin and Beirut. He is the
executive director of the Network of
Arab Alternative Screens (NAAS), a
growing constellation of non-gov-
ernmental cinema spaces presenting
visionary film programs that engage
and challenge audiences across the
Arab region.
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Lama Hazboun

Founder and Director, Amman

Jazz Festival / Managing Director,

OrangeRed (Jordan)
As a music industry professional, festi-
val director, event producer, cultural
manager and consultant, Lama has
been operating in Jordan and the
wider Middle East’s music and cultural
fields for the past two decades. She is
the founder of OrangeRed, Amman’s
first independent music and cultural
event management company, seek-
ing to enrich the cultural music scene,
and promote all forms of contempo-
rary music. In 2012, she established
the Amman Jazz Festival which
celebrates diversity and cultural fu-
sion, featuring international and local
artists. Lama is the Vice President of
MusiConnect Asia, the producer of
the annual Asia Music Summit.

Sonja Hegasy
Vice Director, Leibniz-Zentrum
Moderner Orient / Guest
Professor for Postcolonial Studies,
Barenboim-Said Akademie
(Germany)
Sonja studied Arabic and Islamic
Studies at the American University
in Cairo, the Universities of Witten/
Herdecke and Bochum, and grad-
uated from Columbia University.
She co-directed two DFG-projects
on overcoming violent pasts in the
Middle East. She further directed
the project Transforming Memories:
Cultural Production and Personal/
Public Memory in Lebanon and
Morocco. Her interests include
civil society and social movements,
modern Arab intellectual thought,
and politics of memory in post-con-
flict societies. She currently serves
as Vice Director of the ZMO in Berlin
and teaches modern history of the
Middle East and postcolonial theory
at the Barenboim-Said Akademie. In
2016 she was a Fulbright Fellow at
the City University of New York.

Marwa Helmy
UNESCO Expert for the 2005
Convention for Protection and
Promotion of the Diversity of
Cultural Expressions (Egypt)
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Marwa Helmy is a UNESCO expert,
cultural manager, researcher on
cultural policies and cultural man-
agement, and consultant for more
than 13 years. She has managed and
coordinated a wide array of projects
in cultural organizations in the region:
for the British Council, Al Mawred Al
Thaqgafy, and the Cairo Jesuit Cultural
Center. She was also a member

of the Egyptian National Group

for Cultural Policy. In 2011, Marwa
became involved in civil society cul-
tural initiatives, co-founded Al-Fann
Midan and joined the Coalition for
Independent Culture in Egypt. Marwa
is a PhD candidate in cultural policies.
After studying French literature, she
received her MA in the Management
of Culture and Media and a diploma
in Journalism and Media.

Sabrina Kamili
Cultural actor / Responsible for
development and partnerships
within L'Observatoire - Art &
Research / Co-founder, K&Co
(Morocco)
Sabrina is a cultural entrepreneur
based in Casablanca, Morocco and is
the co-founder of K&Co, a consulting
firm specializing in cultural strategies
and innovation. Alongside a network
of collaborators with cross-disci-
plinary expertise, she assists local
companies, public authorities and civil
society organizations in designing and
accelerating innovative cultural pro-
jects. Sabrina is involved in Economia,
a multi-disciplinary applied research
center. She was previously in charge
of development and partnerships at
the NGO "L'Observatoire", which de-
signs participatory projects that aim
to bring together artists, researchers,
and citizens, with a focus on low-in-
come rural and urban locations.

Ammar Kessab
Senior Governance Expert,
African Development Bank -
AfDB (Algeria)
Ammar Kessab (PhD, CA) is a Senior
Governance Expert at the African
Development Bank (AfDB), based in
Tunis. A specialist in public man-
agement, he often collaborates

with regional and international
organizations in the fields of culture
& development, cultural policies
and arts-sector financial manage-
ment. He is member of the Board of
Directors of the African Culture Fund
(ACF) and a founding member of the
Trans-Saharan Artistic Mobility Fund
(TSAMF). Deeply involved in cultural
debates in Africa and the Arab
region, Ammar published several
chapters in books and articles.

Ghita Khaldi

Manager of cultural projects /

Founder and current president of

Afrikayna (Morocco)
Ghita Khaldi is founder of the
Moroccan NGO Afrikayna, which
promotes intercultural exchange,
development and cooperation in
Africa. She works as the organiza-
tion’s cultural projects’ manager,
designing, writing, directing and
producing numerous projects.
Additionally, she has been in charge
of the production of the L'Boulevard
Festival in Casablanca since 2014,
and is as an expert/consultant on
different projects and institutions.
Ghita is also a steering committee
member for: the African Culture
Fund, the Music in Africa Foundation,
and the International Music Council.

Myléne Lauzon

| Director, La Bellone (Belgium)
Myléne Lauzon has worked with
performance artists since 1998.
She first left Montreal and moved to
Brussels in 2004 where she worked
mainly as a dramaturge for choreog-
raphers and theatical artists. Her first
book, Holeulone, was published in
2006 by Le Quartanier. She followed
this success with her second book,
Choreographies, Six Spaces For
Dance-Writing in 2008. Paralleling her
work as an artistic collaborator and
writer, Lauzon took over the direction
of Brussels’ La Bellone house for
performing arts in February 2015. La
Bellone is a place for research and
reflection, as well as a dramaturgical
tool for performance artists and all
those interested in the creating stage
performances.
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Mikaél Mohamed

Head of International

Relations, Mucem (France)
Mikaél Mohamed has been in
charge of international relations
at the Museum of European and
Mediterranean Civilisations of Europe
and the Mediterranean (Mucem)
since its inception in 2013. He
previously worked for the Minister
of Foreign Affairs as a culture and
communication officer at the French
Institute in Riga, Latvia (2004-2007)
before acting as director of the
French Institute in Tetouan, Morocco
(2008 -2012). In 2007, he fundraised
for medical research in Paris.

Elena Polivtseva

Head of Policy and Research,

International Network for

Contemporary Performing

Arts - IETM (Belgium)
Elena is Head of Policy and Research
at IETM. Her role entails coordinating
and implementing IETM's publication
and research projects. She also anal-
yses European Union policies in addi-
tion to developing IETM’s advocacy
strategy and actions at the EU level.
She was a member of the Board of
Culture Action Europe, a cross-sector
network advocating for culture at the
EU level. Elena is also a project man-
ager for Perform Europe. Besides
her experience in the cultural sector,
Elena worked in a multinational com-
pany, in an NGO, and an EU affairs
consultancy. Elena holds a Bachelor’s
degree in International Relations, a
Master’s degree in European Studies,
and a diploma in European non-profit
advocacy.

Mohab Saber

Regional Coordinator All-Around

Culture, MitOst (Germany)
Mohab Saber is a Cultural Manager
and Creative Producer with ground-
ed experience in the MENA region
and Europe, committed to the
non-profit independent cultural
sector. His work experience revolves
around developing and managing
cultural programmes focused on the
promotion of freedom of expression
and empowering cultural operators.
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His engagement in the cultural sec-
tor led to success in managing and
implementing complex regional cul-
tural programmes and multi-layered
projects, through which he increased
access to culture and enhanced the
regional collaboration between both
regions. He is the Regional Lead
Coordinator for "All-Around Culture,"
a four-year EU-funded programme
aimed at fostering a vital cultural
ecosystem in seven countries across
the MENA region.

Christos Savvidis

Founding Director of ArtBOX

- Creative Arts Management

(Greece)
Christos Savvidis is the founding di-
rector of ArtBOX and is currently the
artistic director of Tale of X Cities, in
partnership with the Goethe-Institut
Thessaloniki and more than 12 cities
in Northern Greece. Savvidis is also
Executive Director of the FREIRAUM
pan-European platform. He has
curated projects and exhibitions,
such as: "Making Words", within the
framework of the international art
exhibition of the 53 Venice Biennale
titled "Making Worlds" (co-curator
and co-organizer, 2009) and "Europe
Exists", curated by Harald Szeemann
and Rosa Martinez (assistant cura-
tor, 2003). He is a member of IKT
(International Association of Curators
of Contemporary Art) and AICA
(International Art Critics Association).

Fida Touma
Director General, A M Qattan
Foundation (Palestine)
Fida Touma is the Director General
of the A.M. Qattan Foundation,
a Palestinian non-profit develop-
mental Foundation working in the
fields of culture and education.
Prior to joining AMQF, Fida was the
Director of the Old City of Jerusalem
Revitalization Programme at Taawon
and co-led the Riwaq Centre for
Architectural Conservation. She
holds a B.Sc. in Architecture from
Birzeit University and an MA in
Public Policy & Administration from
UMass-Amherst. She is trained as
an architect specializing in historic

building conservation and manage-
ment and is involved in the non-profit
cultural sector in partnership build-
ing, resource mobilization, public
engagement and strategic planning
in addition to being part of several
civil society initiatives in Palestine.

Luka Piskori¢

Co-founder and Managing

Director of Poligon (Slovenia)
Luka Piskoric is co-founder and man-
aging director of both the Poligon
Institute for development of creative
industries and the Poligon Creative
Centre, the first Slovenian creative
hub. With over 25 years of expe-
rience in the cultural and creative
sectors, he works internationally as
an expert focused on bottom-up
development, creative and cultural
hubs, audience development and
new economic models. Luka is a
member of the council at the Cultural
Policy Designers Network and mem-
ber of the board of directors of the
European Creative Hubs Network.

Moderation

Sana Ouchtati
Independent Expert and Adviser
on international cultural relations
and partnership development
(Belgium)
Sana steers important initiatives
dedicated to International Cultural
Relations. She has worked with
over 30 countries and has built
relationships across the diplomatic,
governmental and cultural sectors.
She currently acts as director of
the Cultural Relations Platform and
is coordinating the MORE EUROPE
initiative. Previously, she worked with
European institutions and has been
responsible for the cultural dimen-
sion of the EU’s external relations
(with the ACP, MENA, and emerging
countries). She holds two Master’s
degrees, one in European Union
policies and the other in International
Relations, along with a thorough
knowledge of the cultural field, in-
ternational relations, EU policies and
instruments dedicated to external
relations and culture.
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Lessons for the Future

Expressed and put forward
by participants in the Halagat
expert roundtables.

Collected by Dounya Hallaq,

Maud Qamar, Tomas Van Respaille.

Edited by Sana Ouchtati.
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Stress the importance of
physical mobility. While
participants recognise the
devastating effects of air
travels on the environment,
they are concerned that
their carbon footprint will
be used as an excuse to
put more hindrances on
their already challenged
international mobility.
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ssons for the Future

Stress the fact that many
activities and forms of
cultural expression cannot
be digitalized and that human
interactions are still crucial
to building meaningful and
genuine collaborations. Even
if streaming platforms have
given increased visibility

to artists from the Arab
countries, many of them
withessed and reported that
online income, for reasons
related to algorithms,
territory, copyrights, etc.,

is scarce and not granted.

32 Mobility



Facilitate and ease the visa
application process and
make it more transparent
for cultural practitioners
applying to EU countries.

Develop a ‘cultural passport’
for cultural operators & artists
from the region that allows
them to travel to EU countries
for reasons related to their
cultural activities and work.

33 Jaaidl rva
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Address the EU to encourage
the delivery of cultural
passports and/or long-term
visas by the Arab League of
States to promote South-
South mobility.

Promote South-South
mobility, especially between
Arab countries but also with
the African, Caribbean and
Pacific (ACP) countries.



Work together to advocate
towards Arab countries’
governments in order to
raise awareness about the
importance of the cultural
sector as a vital sector in

a society and to support
artists’ mobility needs.
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Lessons for the Future

Share best practices,

among artists and cultural

institutions from the Arab
countries, to ease and promote
mobility while reinforcing

their support to each other

and avoiding a reliance
on external funding only

(including European funding).

POSITIVE EXAMPLE

To improve the conditions of mobility,
Mucem offers 2 extra days to all the
artists that they invite to Marseille.

RESOURCES

"Artists Visas Committee" (French
initiative supporting professionals
in the music industry to obtain visas).

Mobility info points such as
"MobiCulture".

"Retracing Roots and Tracing New
Routes: Mobility and Touring in North
Africa": a study by Lara Bourdin (Art
Moves Africa):

Culture Moves Europe is the new per-
manent mobility scheme funded by
the Creative Europe programme and
implemented by the Goethe-Institut
e.V. It offers grants to artists, cultural
professionals and host organisations
from and to all Creative Europe
countries working in the sectors of ar-
chitecture, cultural heritage, design,
literary translation, music, visual arts
and performing arts.
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"Surviving the Paradoxes of Mobility":

a report by Khadija El Bennaoui on
the mobility of artists from the Global
South (as part of the UNESCO 2018
Global Report):

"Re-imagining the Mobility

of Artists and Cultural Professionals":
a report by Sekhar Anupama on the
mobility of artists from the Global
South (as part of the UNESCO 2022
Global Report):

rve


https://www.goethe.de/culturemoveseurope
https://artmovesafrica.org/en/mobility-and-touring-in-africa/
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https://unesdoc.unesco.org/ark:/48223/pf0000380498

Arab
Artists
and
Free
Mobility

by Dhyaa Joda

It is a well-known fact that most Arab
passports have a poor ranking, and
that securing a tourist or cultural visa
is not easy. This mainly applies to

EU countries, Schengen states, and
even Arab countries. Does it make
any difference being an Arab artist?

Working in the arts, in all their
various genres, is an occupation

that requires frequent travel. This
means artists are global citizens in
most cases. There are many reasons
and purposes for travelling, namely:
exhibiting works of art, participating
in competitions and festivals, viewing
and learning about other artists’
productions, acquiring an education
whether through workshops or study
programs, and securing support and
funding for projects. One example
would be the film festivals that are
considered a market for film direc-
tors to present their works to produc-
tion companies. Undeniably, all these
events allow Arab artists greater
opportunity to travel, albeit one that
is limited and highly complicated.

The first destination of Arab artists
is Europe, which may be due to
geographic proximity on the one
hand, and to the common cultural
history on the other. Many countries
from both regions share political,
economic and cultural relationships
that stretch over different eras in
human history. Despite the colonial
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nature of these relationships, they
have forged scientific and cultural
ties as taught in school books. We
can clearly notice the European inter-
est in Arab culture, through cultural
organizations that have established
offices for them in most Arab cities
(the relatively safe ones), where they
fund cultural and artistic projects,
hold expositions and exhibitions and
deliver language courses, as well

as creating interpersonal cultural
exchanges; in other words, send-

ing certain persons from the host
countries to other countries, and vice
versa. The most important institutes
are the French Cultural Institute, the
Goethe Institute, as well as the Arab
World Institute in France.

EUROPE SHUTS ITS DOORS

Despite the above-mentioned facts,
the chances for mobility that Arab
artists have are very limited due to a
number of reasons; mostly, there are
the economic and political aspects
that are related to the domestic
policies of Arab countries and

their relationship with Europe. As
well, political challenges comprise
many factors, including corruption
and nepotism present in cultural
organizations, which gives priority to
those who worship those in power,
regardless of the quality and value
of their artistic works. The poor
regional security situation has had

a great impact on mobility, ranging
from the departure of airlines to the
sealing off of neighbouring country’s
borders, let alone shuttering global
cultural and media institutions that
are considered a window to cultural
exchange and mobility. With the
exception of rich Arab countries
that have strong economic ties with
Europe, the economic issues in
other Arab countries are related to
artists’ inability to afford their travel
expenses and the non-guaranteed
nature of visas.

Some artists have excellent oppor-
tunities at times, such as invitations
from festivals and well-established
cultural entities; however, this means

83¢z slud

that these artists have to embark
upon a long journey to secure a

visa from the Schengen states that
impose numerous, onerous require-
ments which are most likely unattain-
able, with the aim of reducing the
number of potential migrants. These
requirements include having a huge
sum of money in one’s bank account,
owning a property, or having a public
job—such requirements are not
typically met by Arab artists.

As a result, many artists resort to
risky undertakings and illegal mi-
gration to Europe, in search of safer
alternative homelands and more
freedom where they can practice
their professions and produce ideas
and projects, away from the taboos
of the state and society. Many of
them die along the journey in the
desert, are drowned in the sea, or
lose their lives in a number of other
different ways.

There are similar reasons hindering
Arab artists from travelling to and
from Europe, and depriving them
of the opportunity to develop their
talents and abilities, as well as from
moving between countries in the
Arab region. In addition to tense
political relationships between
some countries in the region where
governments hold the citizens of
other countries accountable for the
stances of their government, there
are other reasons related to the
organization for which the artists

or journalists work, or to religion

or sectarian allegiances, which

can amount to imprisonment or
even killing. Besides, Arab cultural
institutions are often governmental
or regime-abiding institutions that
follow their directions—be they
political, social or religious, which
could lead to ruptures and schisms
between artists and such institutions;
hence, compounding their isolation
and furthering the mobility challeng-
es, both internally and externally.

With respect to my personal ex-

perience as a film director, | have
encountered and been confronted
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Dhyaa Joda Arab Artist and Free Mobility

with numerous mobility and work-re-
lated difficulties in Iraq due to security
and political reasons. Additionally,
moving to and from Arab countries
was nearly impossible although | hold
an Arab Iragi passport. At such times,
I managed to visit only two countries
neighbouring Irag, and during both
visits, | didn't have pleasant memories
with the border and airport police.

Now, | travel more between Arab
countries, and it saddens me to see
how poor the cultural exchange is,
and how difficult it is to travel between
the countries in the region. | am
almost certain that most countries do
not know about each other’s cultural
productions. Moreover, the barriers
have become even greater due to war,
sectarian and religious divergences,
and economic deterioration at large.

Finally, we certainly value the
attempts and efforts of the cultural
institutions working to break down
such barriers, or at least seeking to al-
leviate their effects. However, we real-
ize that such attempts are challenged
by the EU’s political bureaucracy.
Also, their number is not sufficient
compared to the size of Arab coun-
tries, their populations, proximity, and
historical relationship with Europe
which will continue by definition, and
will have positive or negative effects
depending on a number of aspects,
although mainly the cultural aspect.

The lack of cultural and artistic
exchanges between Europe and the
Arab world has had a considerable
negative effect, not only on the
cultural level, but also on the political
and social levels, including on immi-
gration, language and many other
areas that art can help to understand
and explain, as well as to lessen the
huge gap between both parties while
reducing the ignorance caused by
such vast intellectual gaps that will
necessarily create further extremism
and racism.@

Dhyaa Joda
| Filmmaker
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Dhyaa Joda Dance With a Bullet Cinema

Dance With a Bulletis adocumentary film

— spanning over ten years — that tells two
intertwined stories: that of Dhyaa Joda, a 23-year
old Iraqi filmmaker, and that of Anmar Taha, a19-
year old Iraqgi dancer. In 2004 Anmar was shot in
Baghdad. As aresult, in fear of his life, he fled Iraq.
As did Dhyaa. Since then — over the course of many
years and in several countries — the filmmaker has
continued to document the dancer.

Dance With a Bullet
EAU/BE, 2020, 57
Director: Dhyaa Joda / Production:
Talal Al-Muhanna, Maarten
Schmidt / Editing: Geert Veuskens
/ Music: Ata Guner . .
Screened at Bozar, Brussels, 14 _ We did not abandon our society.

March '22, followed by a Q&A with We believe in Iraqi cufture.
Dhyaa Joda moderated by Livia

Tinca.
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Louay Dabous

Growing up in Syria, in a Druze city, was like a little
cosmos for me. After joining the Red Cross and
working with people from different backgrounds,

I was filled with the urge to see outside of the place
that 1 had grown up in and was raised to believe in,
and I started to question everything around me. Of
course, a lot of that came with a great deal of chal-
lenges in that small culture, as it’s not open to being
questioned.

Moving to Europe opened a lot of doors to me, and
showed even how the real world functions and that
the world is bigger than I had imagined. Reading of
many scientific theories and about the history of our
planet and how it was created was the opposite of
what | had learned in my little town.

In Brussels, there is no one fixed identity to the place,
and that always baffled me, because | was raised to
believe that everyone has roots they can go back to;
but, after leaving my place of birth, my roots were out
and the struggle of my identity was always some-
thing I still reckon with.

During my studies in film school, I realised most of
the subjects that | had worked on were related to the
questioning of my identity. After my studies, I feltit
was important for me to produce long films about
my identity and my decision. | started to inquire into
the history of my religion, one that had played such a
large role in forging my identity growing up. After a
great deal of searching | met Amjad, areligious man
from the Druze culture who had come to Europe with
his family and maintained his beliefs.

My journey started with a little interview with him at
his home that reminded me of my city, as he main-
tained the same lifestyle he had in Syria, displaying
to me the differences in our decisions despite that we
were both taught to believe in the same things and
had different lives in Europe.

Moving forward in this project raised many questions
for me, mainly: "How do our decisions influence our
identity, and the reverse?", "How do our circum-
stances impact our identity?", and "How big of arole
does nostalgia play in building a new identity?"

Louay Dabous participated in
the Halagat audiovisual residen-
cy in collaboration with Atelier
Graphoui, Cinemaximiliaan and
Sound Image Culture - SIC.
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Excerpts from "Jabal Al Druze, ]
Al Druze mountain” by Hanna Abi e i’\ i
Rachid, 1925. )
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Abdallah Al-Khatib Little Palestine (Diary of a Siege) Cinema

Little
Palestine
(Diary of
a Siege)
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Abdallah Al-Khatib was born in the
Palestinian camp of Yarmouk in Syria
and lived there until his expulsion by
Daesh in 2015. During the siege of
the camp by the Syrian regime's forc-
es, he and his friends documented
the daily life of its inhabitants.

Little Palestine (Diary of a Siege)
LB/QA/FR, 2021, 89'

Director: Abdallah Al-Khatib /
Original screenplay: Abdallah Al-
Khatib / Producers: Mohammad
Ali Atassi, Jean-Laurent Csinidis
/Production: Bidayyat for
Audiovisual Arts, Films de Force
Majeure / Editing: Qutaiba
Barhamiji / Artistic advisor: Ahmad
Amro / Sound design and mix:
Pierre Armand / Color grading:
Michael Derrossett / Production
manager: Nora Bertone

Abdallah Al-Khatib was invited to
the Halagat Opening Festival on
7th December ‘22 to present his
documentary film 'Little Palestine
(Diary of a Siege)'. We met him
afterwards to discuss his film,

his views on filmmaking and the
role of cinema in the cultural
relations between Europe and

the Arab world.

An Interview of
Abdallah Al-Khatib
by Dounya Hallaqg

How was the film Little Palestine,
(Diary of a Siege) received inthe
Arab world?

Abdallah Al-Khatib In the Arab
world, we have participated in three
main festivals: Carthage in Tunisia,
Ayyam Filastine in Palestine and Ajyal
Film Festival in Qatar. We received
several prizes at these three festivals.
The public reception was also very
good. Lots of discussions and ques-
tion and answer sessions took place
following the screenings that were
organised. In Tunisia, for example,

a7
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the question of the Syrian Revolution
is often frowned upon or misunder-
stood; and yet even there, no one
questioned the reality of these sourc-
es and what is shown in the film.

What about the people of Yarmouk?

A.A. It depends. Some of them were
disappointed because they thought
that | hadn’t shown everything. | tried
to concentrate as much as possible
on this experience, but in the end,

a documentary only represents the
point of view of the director. Little
Palestine represents what | wanted
to show. On the other hand, | tried to
have the film feature as many inhabit-
ants as possible, so | was in constant
dialogue and debate with the people
in the camp. It was also broadcast in
Northern Syria, in the regions that are
not under Assad’s control. It was a
very special experience, there were
discussions after the screening, and

| think that the people appreciated
the film.

Today, | have two films in production
on the Yarmouk camp. You seg, in
the Middle East, we all have many
stories to tell, there is no need to
search for them, as every detail of
our everyday lives tells us something.
For example, yesterday at 10 p.m., |
had an idea. | called my cousin and
asked him to film the small room on
the upper terrace. It's tiny, but this

is where we hold all the Revolution
meetings, so | wanted to make a
short film about this room. What | am
saying is that there are always ideas
around us we don't have to look very
far. The same goes for fiction: we
only need to look around to see a lot
of inspiring elements. The question
that remains is: how do you shape
it? And the more the directors and
editors are convinced by your story,
the better it is shaped.

How was the filmreceived in
Europe?

A.A. It depends on where, as it has
been screened in several festivals. In
general, the reception was very good

k] all aue

in France. To me, the French public is
the most well-informed about the sit-
uation of Palestinians in Syria, though
this is not the case in other countries.
For example, when it was screened
in Hamburg, it was also very well
received, but the people did not
quite understand what was going on
in Yarmouk. No one really knew there
was a siege.

| was very satisfied by the screening
at Bozar where not only was the re-
ception very positive, but there were
a lot of people attenting, especially
during the Q&A. One could observe
through the questions that people
followed the film and the discussion.
It was interesting to hear Arabs,
Belgians, people from everywhere,
asking questions and giving their
points of view. | consider this to be
exceptional and that | was very lucky,
especially in this period when people
need to clear their minds and are not
going to the cinema to see films such
as mine.

Itisinteresting thatinthe Q&A, a
lot of questions were asked about
Palestine while only afew were
about Syria.

A.A. In fact, everything is linked. As
Palestinians, we are paying the price
twice: firstly, because we left our
land, and have been a society scat-
tered throughout the region since
1948. Secondly, because this same
region is unstable and has experi-
enced many conflicts. The situation
in Yarmouk is that of the Palestinians
in Syria, but it is not disconnected
from that in Syria. We see in the film
that the Syrians also paid a price and
lived in very harsh conditions.

The documentary genre has devel-
oped inrecent years, especially in
Syria. Itincludes more and more
fictional or aesthetic elements. In
your film, for example, we hear alot
of poetry, which is reminiscent of
Mahmoud Darwish’s style.

A.A. The documentary genre has de-
veloped incredibly quickly in the last

mly



Abdallah Al-Khatib

20 years. Before there was only one
way to make documentaries. Now we
have plenty of tools: animation, voice
overs ... It becomes more like cinema
- that is to say, a film that people
want to see, which is not too frozen.
To me, the most important part is

the story. We must be able to serve
it, because if the story you tell is
good, it will make its way to the
public, regardless of the image, the
director... So, you start by saying: |
want to tell this story in particular. But
if in all your archives you are missing
a very important scene or aspect of
the story, you can use techniques to
fill the gap: you can use a drawing,
for example. When | work on a film,

| really work on the material, | think
about filling in the gaps, all the imag-
es that might be missing.
Concerning poetry, | read a lot of
Mahmoud Darwish’s works. But |
didn’t quote or use anything from
him. For instance, he wrote State of
Siege (about his experience of the
siege of Ramallah in 2002), which |
read before and after the movie to
make sure that what | wrote didn’t
look like it (this can happen when you
know an author well). | tried to focus
on the things Darwish didn't see. This
is rule no. 40: all sieges are different.
So Darwish saw things that | didn’t
see and vice versa.

What difficulties did you face while
making your documentary?

A.A. You never know how and when
it's going to end. Characters always
take you to places you never thought
about. The characters change

and they change the "scenario".
Moreover, they are not professional
actors. Sometimes they don't want
to be filmed. So, you have to come
back later. You think you're going to
finish a movie in a year, and it might
take a lot longer.

In your opinion, what is therole
of cinemain cultural relations be-
tween the Arab world and Europe?

A.A. Let's assume that not every-
one has the patience to read UN
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reports and follow the news day by
day. In reality, it is mostly the work of
researchers and those interested in
politics. Cinema is a tool to get the
audience interested in these subjects
in a simpler way. In Europe, cinema
is a part of the culture. People have
gone to the cinema since they were
children, so they are used to these
images. In Syria, it is quite different,
but cinema allows us to have access
to the European public.

It is important to remember that the
goal is not to inspire solidarity. On
the contrary! | always say to people:
we don't need you to display solidar-
ity with the inhabitants of Yarmouk.
Regardless, it disappeared years
ago. The most important point for
me is responsibility. The goal is to
remind Europe that it is historically
responsible for the destruction of
societies and states today and to
give European audiences the tools to
understand their historical role and
responsibilities (through colonization
for instance). Being a Palestinian in
Syria, | hear a lot of people telling me
"I don't know what's going on in this
region". | answer them: "Now that
you've seen the film, you know. You
can act".

Let’s take the example of Yemen.
When we talk about Yemen, the only
things that come to our minds are
war and famine. | am convinced that
even in these conditions, there is a
civilian population that is organised,
that carries political messages. But
we don't want to see it because if we
see it, we will have a responsibility
towards them! We must therefore
dispel these clichés about war zones
that lead us to feel powerless, and
cinema helps in that. Cinema allows
a better understanding of the lives of
a people, of a society. Cinema makes
things more concrete, more tangible,
more sensitive. It has a political role.

We also have problems with funding
films in the region. Arab govern-
ments are generally dictatorial and
will not give you the money to make
a film that depicts reality and that

Mobility

Cinema

contradicts their official rhetoric.
Documentaries are thus the solution
since they don't cost a great deal to
make. @
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Rebecca Taouk The Ones That Can Move Audiovisual Residency

A short experimental documentary by Rebecca Taouk,

The Ones That Can Move with Julie Efsun and Rebecca.

"Running away from what hurts you will hurt you more, do not run
away, suffer until you recover." rumi, 13th century Persian Poet and Sufi mystic.

When the sense of purpose is lost at home, it creates a void in the
heart. Feelings become numb, and the pain remains concealed.

So, we decide to move away, in search of a meaning in life in a new
place. These people are the ones that can move away and explore
existence away from the land and the people they once belonged to.

This documentary represents a journey of exploration of body and space.

|, Rebecca, am a 30 year-old filmmaker from Lebanon, an Eastern
country. | grew up in the north, in a village situated on a high plateau
surround by mountains, covered with snow half of the time, and
deserted during the other half.

| moved away from home in 2017 to live in Belgium and to seek an
adventure that would hopefully fill the sense of emptiness | was
feeling at my core.

In Brussels, | experienced openness and gained access to numerous
tools that helped me reconnect with myself, and my body; like contact
dancing, or just simply dancing, moving in contemplating the body until
it calms the mind, and becoming one with the space. While moving,

| felt momentarily a sense of fulfillment for the first time.

The more | go further with this journey, the deeper my connection
with home grows; as if it's my healing journey, pushing me to leave,
reconcile, and come back.
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Rebecca Taouk participated in the uoiell daold] § Gob Kuw) eS)le
Halagat audiovisual residency in Atelier Graphoui § & paJl dsowd|
collaboration with Atelier Graphouii, 4S)léwoug Cinemaximiliaan g
Cinemaximiliaan and Sound Image Sound Image Culture - SIC
Culture - SIC.
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Rebecca Taouk The Ones That Can Move Audiovisual Residency

Through this audio-visual work, | want to share this moment of
completeness and union between body and space, by exploring the
path | took, and its reverse. Why? Because the starting point doesn’t
matter, it's the journey that does.

That’s why | chose to collaborate with Julie Efsun, a Belgian dancer in
her mid-30s who traveled to Turkey, an Eastern country, to learn the
art of whirling, inspired by Sufism, a practice originally designated
for men only. Julie is also my neighbor, as we live across from one
another on opposite edges of the Elizabeth Park in Brussels. She
says: | whirl because it is a simple, powerful and subtle movement.

| practice various dances and my encounter with whirling moved me.
| felt that this movement takes me somewhere else. | am fascinated
by that elsewhere, it makes me feel good and brings me peace.

It is as if the centre is a meeting point, | feel a connection, a unity
between the different parts of me, between the world and me. A
harmonisation with the world.

Rebecca and Julie represent two forces moving in opposite
directions, back and forth; one from the East (Lebanon) to the West
(Belgium) and then back to the East (home), and the other moving
from the West (Belgium) to the East (Turkey) and then back home
(Belgium). Both are going through the journey of bodily exploration
across contrasting cultures.

During this journey, we will experience; traveling, exploration, the
evolution of the body movement, unity (body & soul), and the return.
There will be no talking, no interviews, only soundscape, music, and
two bodies moving in space and time.
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Ana Teresa Vicente's
Ferofluid Experiments
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By exploring a visual repre-
sentation of predicted migratory
flows due to macro-factors such
as climate change, Ana Teresa
Vicente addresses the topic of
Politics of Spaces and Bodies
topic provided by the Halagat
project. What different forms

of "transit" can we experiment
with in order to relate to other
people and places? How can the
notions of identity and difference
be questioned, in order to dilute
the human-made borders and
increase the human efforts to
heal our natural environment?

Places that exist in the form of
maps are inevitably fated to suffer
transformation and transference,
and as such they are like comets
that travel unceasingly, circling
over and over again, forever in
the act of transit, never arriving

at their destinations. Transtopia

is a place with transit itself as its
destination. (Kai-Cheung)

Ana Teresa Vicente participated
inthe Halagat media arts
residency atiMAL in March 2022.
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Khadija El Bennaoui

Message
ina
Bottle

by Khadija
El Bennaoui

In a letter addressed to the French
Ambassador in Rabat, dated 17
August 2022, the President of the
Moroccan Federation of Consumers’
Rights requested the reimbursement
of fees for undelivered visas, consid-
ering them a non-rendered service.'
This approach may be the first of its
kind: a civil society organisation is
holding a diplomatic entity account-
able for their visa delivery policy.

But this incident is also revealing of
Moroccans’ exasperation with the at-
titude of French consular authorities,
especially since President Macron'’s
announcement last year that the
number of visas delivered to citizens
of Morocco and Algeria would be
reduced by 50% and to citizens of
Tunisia by 30%, in response to those
countries’ refusal to take back their
nationals residing illegally in France.?

While these strong-arm tactics on
the part of France toward its North
African ex-colonies are clearly
penalizing all the citizens of those
countries who are willing to visit
France in accordance with its legal
procedures, they also reflect a som-
bre reality — the rise of the extreme
right and consequently of hostile
sentiments towards migrants in
France and in Europe at large.

1 Zine, G.(2022). Maroc: La fédération des
consommateurs réclame la restitution des frais

de visas refuses. https://www.yabiladi.com/

articles/details/130926/maroc-federation-con-

sommateurs-reclame-restitution.html

2 Chrisafis, A (2021). Macron in visa cuts row
as Algeria summons French envoy. https://
www.theguardian.com/world/2021/sep/30/
emmanuel-macron-under-fire-about-visa-cuts-
as-algeria-summons-french-envoy
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The recent tensions in the diplomatic
relationships between France and
Maghreb countries vis-a-vis visas is
just the tip of the iceberg regarding
the challenges facing the citizens of
most Global South countries when
they intend to travel to the Global
North.

Against this backdrop, artists and
cultural workers from the Global
South are struggling to access the
well-established and extensive arts
circuits of the Global North, whether
it be to compensate for the scarcity
of opportunities in their own coun-
tries, or simply to explore other terri-
tories for inspiration and learning, in
keeping with their creative quests.

In my last 20 years of advocacy and
grant-making work in support of the
mobility of artists and cultural prac-
titioners, especially those living and
working in Africa and West Asia,

| have had the chance to bear wit-
ness and contribute to the creation
of artistic movements that have been
shaping societies in those regions.
But, | have also observed with great
concern how the visa issue has
remained unresolved, if not gotten
worse. The example of France and
the Maghreb countries is a striking
one. However, all the other cases
researched for the purpose of this
article pointed to the same conclu-
sion: it is becoming increasingly
difficult to obtain a visa to travel
north, even for those who have a
stable financial situation and those
who have a good track record when
traveling to Europe. Indeed, it is
even true for international stars like
Nigerian Afro-pop singer Yemi Alade,
who was refused entry to Canada

to perform in the last edition of the
Nuits d’Afrique Festival, for fear that
the group wouldn’t leave the country
after the festival.?

The cases and complaints are piling
up despite years of work invested by

3 Roy, L. (2022). Nuits d’Afrique: Denied
visa leads to cancellation of Yemi Alade show.
https://montreal.ctvnews.ca/nuits-d-afrique-
denied-visa-leads-to-cancellation-of-yemi-
alade-show-1.5998985

Mobility

civil society and the public sectors
from North and South alike in advo-
cacy, data collection, statements,
consultancy, recommendations and
information-sharing. The situation
continues to deteriorate even as

the UNESCO 2005 Convention on
the Protection and Promotion of the
Diversity of Cultural Expressions
stipulates in its article 16 that "devel-
oped countries shall facilitate cultural
exchanges with developing countries
by granting, through the appropriate
institutional and legal frameworks,
preferential treatment to artists and
other cultural professionals and
practitioners, as well as cultural
goods and services from developing
countries."

Besides policy statements, advocacy
work has also proposed concrete
solutions such as the establishment
of a cultural visa.* Yet, how can such
a measure ever be implemented,
considering how things are going
from bad to worse as far as crossing
borders is involved? Or should it be
pushed forward against all odds,

as the right and most sustainable
solution?

Several countries have come to un-
derstand the importance of attract-
ing the world’s creative workforce.
The UAE, for example, established a
Golden Visa, a long-term residency
visa which enables foreign talents

to live and work or study in the UAE
while enjoying other economic, trav-
el- and residency-related benefits.’

"l can say that now 5000 creatives
in Dubai hold the 10-year Golden
Visa," announced Sheikha Latifa®
in a her speech during the World

4 "2016 Joint communication to the European
Parliament and the Council Towards an EU
strategy for international cultural relations”
https://eur-lex.europa.eu/legal-content/EN/
TXT/?uri=JOIN%3A2016%3A29%3AFIN

5 The UAE Government Portal : https://u.ae/
en/information-and-services/visa-and-emir-
ates-id/residence-visa/getting-the-golden-
visa#:~:text=The%20UAE's%20’'Golden%20
visa'%20is,visa%20valid%20for%2010%20years

6 Sheikha Latifa bint Mohammed bin Rashid
Al Maktoum, the Chairperson of Dubai Culture
and Arts Authority and Member of Dubai
Council.
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Government Summit in Dubai on

30 March 2022.7 The Golden Visa is
part of the UAE's creative economy
strategy intended to enhance the
sector’s contribution to the country’s
GDP and to promote its position as a
global hub for the creative industries.

However, what is there to prevent
other countries from following the
UAE’s example in implementing a
long-term visa scheme for creatives?

Instead of speculating about why
many countries are still impeding

the inward mobility of artists from
the Global South, let us rather look
at the positive impact of long-term
visas versus short-term visas, both
on the environment and the working
population. A clear example can be
found in the diaspora'’s significant
contributions to their countries of
origin, namely in terms of funds and
skills. And to those who use the brain
drain argument against mobility
towards the North, | invite you to take
a look at the data concerning remit-
tances® and the contributions made
by diasporas to their home countries,
be they cultural, economic or social.
A recent testimony on the critical role
of migrants in addressing our ongo-
ing global crises can be found in King
Mohamed VI of Morocco’s call to the
diaspora for further investment back
home.®

The first thing that comes to the

mind of an arts practitioner when
they see a great cultural achievement
in a country they are visiting is the
wish to have the same at home. If
given the chance, that wish could
materialize sooner or later in different
forms. However, the restrictions on
mobility are forcing many artists to

7 https://www.khaleejtimes.com/uae/dubai-
cultural-sector-employs-over-100000-creatve-
talents-sheikha-latifa-says

8 Remittances - Migration Data Portal:
https://www.migrationdataportal.org/themes/
remittances

9 Rahhou, J (2022). King Mohammed VI

calls in for Business-Friendly Climate for
Moroccan Diaspora. https://www.
moroccoworldnews.com/2022/08/350891/
king-mohammed-vi-calls-for-business-friendly-
climate-for-moroccan-diaspora
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look for survival solutions to stay
abroad permanently, a desperate
decision that can slow them down or
pull them away from their trajectory.
A long-term cultural visa would cer-
tainly create the conditions for more
balanced and organic exchanges,
something beneficial for both the
homeland and the host country.@

Khadija El Bennaoui
Independent Programmer and
Curator / Head of Performing
Arts, Abu Dhabi Cultural
Foundation (United Arab Emirates)
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A Remittances - Migration Data Portal:
https://www.migrationdataportal.org/themes/
remittances

9 Rahhou, J (2022). King Mohammed VI
calls in for Business-Friendly Climate for
Moroccan Diaspora. https://www.moroccowt
orldnews.com/2022/08/350891/king-mo-
hammed-vi-calls-for-business-friendly-cli-
mate-for-moroccan-diaspora
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£ "2016 Joint communication to the European
Parliament and the Council Towards an EU
strategy for international cultural relations"
https://eur-lex.europa.eu/legal-content/EN/
TXT/?uri=JOIN%3A2016%3A29%3AFIN

o0 The UAE Government Portal : https://
u.ae/en/information-and-services/visa-and-
emirates-id/residence-visa/getting-the-golden
-visa#:~:text=The%20UAE's%20’Golden%20
visa'%20is,visa%20valid%20for%2010%20years
1 Sheikha Latifa bint Mohammed bin Rashid
Al Maktoum, the Chairperson of Dubai Culture
and Arts Authority and Member of Dubai
Council.
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I Roy, L. (2022). Nuits d’Afrique: Denied
visa leads to cancellation of Yemi Alade show.
https://montreal.ctvnews.ca/nuits-d-afrique-
denied-visa-leads-to-cancellation-of-yemi-
alade-show-1.5998985
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| Zine, G. (2022). Maroc: La fédération des con-
sommateurs réclame la restitution des frais de
visas refuses. https://www.yabiladi.com/articles/
details/130926/maroc-federation-consomma-
teurs-reclame-restitution.html

r Chrisafis, A (2021). Macron in visa cuts row
as Algeria summons French envoy. https://
www.theguardian.com/world/2021/sep/30/
emmanuel-macron-under-fire-about-visa-cuts-
as-algeria-summons-french-envoy
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Book stall about religions and sorcery, Alexandria,
Egypt (2018)
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Soukaina Joual
The Moroccan
Sheikha Soukaina

The Moroccan Sheikha Soukaina

is a narrative-based performance,
following a story that can be either
fictional or real. By employing a
variety of aesthetic forms—narration,
performative reading, found objects,
soundtracks, and images—it weaves
different social and personal events
into one tapestry, from the island

of Sidi Abderahman in Casablanca
which is inhabited by clairvoyants,
to the neighbourhood of Miami

in Alexandria, and even a digital
space, MBCodeTv. Central to the
performance is how the artist tries to
question the notions of witchcraft,
superstition, traditional practices,
media representations of women,
the stereotypical gaze, and their

ties to feminism.

The Moroccan Sheikha Soukaina is a
performance that deals with notions
and stereotypes tied to a national
identity. Through this work, the artist
is questioning the position and exact
role of the figure of the witch: how

is she perceived by society? What
kind of knowledge is transmitted,
preserved, and possibly transformed
within communities that still practice
witchcraft to date? Most important-
ly, what role and position may the
cultural, religious, and magical rites
play in establishing and sustaining
cultural hegemony?
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Soukaina Joual is a Moroccan
multi-disciplinary artist. Her works
showcase an interest in how one’s
body can translate and reflect
various tensions, dynamics and
differences. She typically focuses on
the body from different perspectives:
how it changes, its interaction with
personal identity, and how it can also
become a site to engage in impor-
tant ideological debates.

The Moroccan Sheikha Soukaina premieres

at Bozar on 18 November 2022.
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Lessons for the Future

Expressed and put forward
by participants in the Halagat
expert roundtables.

Collected by Dounya Hallaq,

Maud Qamar, Tomas Van Respaille.

Edited by Sana Ouchtati.
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De-politicize funding

and acknowledge the
independence of the cultural
sector by not forcing cultural
players to take a position

in geopolitical conflicts.

Include culture as an

the EU bilateral agreements
ith Arab countries.

Jogaidl



Advocate for an independence

of the funds allocated to

the cultural sector}"iiiilli]
bilateral programs, making the
difference with funds related
to trade agreements and in
sectors that are considered
more geostrategic.

Take duly into account the fact
that Arab countries are not
the same and =1« (Gl e [ ]
the specificity of each

+113113", not one size fits all.
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Design programs and
projects developed and based

and needs of the sector
while avoiding jeopardising
and nurturing a competitive
attitude within the sector.

Involve Arab cultural actors
in setting funding priorities

alongside engaging in
regular consultations
between funders, civil
society, the private sector
and/or ministries.

Jogaidl



Lessons for the Future

ording of EU funding calls§{<
exhibit political sensitivity in
tone and language, alongside
an awareness of the different
contexts in the region, in
order to enable players to
implement activities and

projects on an equal footing.

Lobby against the

criminalisation of BDS
(Boycott, Divestment,
Sanctions)-related activities in
the European cultural sector.

80 Funding rra



Multiply funding sources and

establish more international
collaborations and networks
to encourage exchange

and support the field.

Re-examine the concept
of financial capacity and

sustainability of cultural
players when applying to
Culture should
not be considered as if itis
just any sector; itisalsoa
public good and aright.

Jrsadll



Explore possible models

of fiscal sponsorshlp and

used in the US).

Advocate for creating

fiscal hubs for Arab cultural
WJERIEE N T, a special
legal model similar to "Fiscal
Agents" that makes it easier
for them to be established
and operate from the EU.

Document case studies and
advocate for easier access

for Arab organisations
to register in the EU.




Recognize the state of double

legal registrations in/out of the
{:1:]{+]1, as a condition (or even
a prerequisite) for receiving
and processing EU funding.

POSITIVE EXAMPLE

Rawa Fund (Creative Palestinian E "'lm
Communities Funds) is a locally led

model of community development

and a new way to fund Palestinian E
creativity:

RESOURCES

“Arts and fundings: models of
resources management and alter-
native approaches to the concept of
sustainability in cultural and creatives
fields™: a study (in Arabic) by Rana
Yaziji on the creative patterns and
economic orientations of independ-
ent cultural work:

83 Jugaill e


http://rawafund.org
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Maral Mikirditsian

We asked Maral Mikirditsian from
AFAC to write about a topic thatis
important to them, and to highlight
aparticular project or approach of
their organisation.

Funding:
the Back-
stage of
Arts and
Culture

By Maral
Mikirditsian

A funder is a person or entity who
financially supports a given cause,
project, or person. Historically, rulers
like kings and queens sponsored
artists to decorate their homes,

to compose music, or to simply
entertain them. The artist’s financial
stability depended on their relation-
ship (or lack thereof) with a powerful
patron. If you were lucky enough

to have a patron, your security was
guaranteed, sometimes for your en-
tire lifetime. If you were lucky enough
to build a good relationship with said
patron, you might even get housing
for free—this, of course, meant that
you were to be "on-call" to attend

to their minute demands: from
producing artwork at their whim, to
adapting your artistic creations to
their political agenda.

Over time, this classical under-
standing and practice of artistic and
cultural patronage developed into

a more structured and channelled
way of funding. Ministries of Culture
were established, private institutions
were founded, and philanthropic
organizations were established. The

84

The Backstage of Arts and Culture

development of these structures led
to somewhat of a democratization
and thus a fairer distribution of fund-
ing resources; receiving financial
support was no longer subject to one
person’s caprices, but rather was
based on the artist’s, institution’s and
project’s merit. However, this mod-
ern-day patronage does not always
necessarily come without strings
attached either. Funding bodies
throughout the world are dictated

by their agendas, the agendas of
their governments, and the agendas
of their own donors. In fact, rare are
the cases of independent funding
structures offering non-restrictive
financial support to the arts and cul-
ture sector; internationally, and more
so in the Arab region.

When AFAC was established in 2007,
its primary goal was to support the
production of cultural and artistic
works, with no restrictions on themes,
mediums, or other aspects. Support
was (and remains) open to emerging
and established artists or institutions,
those working in different disciplines
and with different mediums, for short-
term or long-term projects, and those
coming from a myriad of cultural and
political contexts and geographies.
This meant that the organization

had to secure diversified funding
resources, allowing for autonomy
and freedom to manoeuvre amidst
the pressure dictated by the various
social, financial, and political factors
in the region.

Striving for financial autonomy did of
course help lay the foundations for
non-agenda driven support, giving
artists and cultural institutions total
freedom to work with topics, medi-
ums and disciplines that mattered to
them, and thus contributing to the de-
velopment of a cultural scene that is
as diverse as the region’s cultural, po-
litical and social disparities. However,
this was not the only component that
shaped the institution as it stands
today. The experience gathered over
the last 15 years, such as being part
of a diversified cultural landscape,
has been fundamental to the AFAC’s

Funding

adoption of an approach to grants
management that is characterized by
flexibility and a continuous recon-
sideration of funding mechanisms.
The region’s constant economic,
social, and political changes have
called for a proactive and nuanced
approach rather than a reactive and
unilateral one, whereby the contex-
tual specificities are part and parcel
of the support scheme, guiding the
design of the submission, selection,
and production processes. What are
the challenges and needs of each dis-
cipline and each geographic context?
What are new mediums and who is
experimenting with new possibili-
ties? How can we ensure the natural
developmental process of support-
ed projects? How were previously
approved budgets and timelines
affected by a certain situation? What
was changed in the final outputs of a
project and why? By addressing these
questions, AFAC would better assume
its role in ‘developing’ diverse cultural
scenes that are specific and true to
their localities.

If historical arts patronage fund-

ed the artist’s housing and living
expenses, other than the production
of artworks, modern-day funding
schemes rarely do so. In the Arab re-
gion in particular, artists and cultural
institutions often find themselves
crippled by rigid funding mecha-
nisms that do not allow for relaxed
grants mechanisms, disbursement
and budget allocation, driving them
into a vicious circle of seeking finan-
cial sustainability, applying to grants
and submitting reports, while anx-
iously trying to make ends meet and
implement their projects, making
them the forgotten workers behind
economies and denying them their
fair compensation.

In the last two years—and as an
attempt to break this vicious cir-
cle—AFAC launched two programs
designed for institutions offering
larger grant amounts dedicated to
institutional support. Interestingly,
the applying institutions did not
express the need to cover only the

rro
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‘obvious’ expenses such as salaries
and rent. Resources to launch work
on internal procedures, auditing
systems, communication strategies,
archives and websites were com-
mon to most of the beneficiaries,
reaffirming the magnitude of this
type of expenses and the importance
of including them in grants schemes
for the development of cultural insti-
tutions and the sector in general. It is
true that this type of support entails

a constant that requires greater com-
mitment from funders, as opposed to
project-based grant schemes, but it is
essential for having long-term impact
on the cultural ecosystem and the
economies of producing culture.

In fact, for decades, economy and
culture in the Arab region have been
considered two different and in-
compatible aspects of social life. For
many, the artistic and cultural sector’s
purpose is merely entertainment.
This leads to the perception that this
sector does not represent or offer any
economic contribution to society.

In regions with functioning cinema,
music, and publishing industries,
culture is increasingly embedded in
multi-billion dollar economies and

is no longer exclusively regarded as
an intellectual and symbolic activity
lying on the margins of other produc-
tion processes and markets. In this
context, the artist is considered as

a crucial human resource that fuels
the cultural economy, contributing to
today’s economic development, in
addition to being an explorer of new,
free and critical ways of thinking.

Against this background, it is impor-
tant to note that funding institutions
play an instrumental role in leading
with cautiousness, sensitivity and
transparency, and in striking a healthy
balance between creativity, critical
thinking, and the integrity of the
cultural sector on one hand, and the
economy of producing culture on the
other.@

Maral Mikirditsian

Deputy Director,
Arab Fund for Arts and Culture
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Sabah Elhadid

Sabah Elhadid's
Speculative Manifesto
Right Handed World

(n._)-Future or Fiction

The ‘scale’ exhibits the embodiment
of interlaced controversies between
the present time, and laws in Egypt,
while the ‘hands’ are known to

be a universal symbol for cultural
practices, values, and beliefs in every
civilization. This means that the left
hand does duties that are seen to

be "unclean," while the right hand
performs tasks that are thought to be
"clean."

However, in this installation it is

the reverse—the left hand repre-
sents the notion of change and the
amendment of laws which could be
perceived as an unorthodox per-
spective. In contrast, the right hand
is the side where participants believe
that the law is already fairly followed,
applied and relevant to our current
times.

The motive of this manifesto is

to startamovement and opena
dialogue about ideologies that
need to be tackled. Every time
the ‘Speculative Manifesto’
exhibition takes place it will
address a different social issue
that has been proposed by the
participants through a suggestion
box. Moreover, the participant
who is able to crack the password
will have the authority to make
amendments on the discussed
law, to add another article to the
law created by them if needed,
and eventually it will be added

to the ‘Speculative Manifesto’
archive.

Speculative Manifesto No.(1)

is about the inheritance law in
Egypt. ‘Law no.77 of 1943’ Article
38 in which states:

"A man inherit twice a woman'’s share
if they were equally related," as the
wife is entitled to complete support
from her husband in terms of shelter,
clothing, food, medical care, chil-
dren, and to aid him in supporting
family members that have now come
under his care. However, women in
Egypt contribute financially equally,
and many are even the breadwinners
of their family; therefore, certain laws
still seem to be fixated on certain ide-
ologies without any signs of amend-
ment. As a consequence, women in
Upper Egypt not only still have very
little control over the salary they
receive (as their husbands wield con-
trol over their money), but also many
woman give up their inheritance
rights to protect their family ties out
of fear of severe consequences if
they were to claim their inheritance.

Sabah Elhadid participated in the
Halagat media arts residency at
Fab Lab Egypt in June 2022.

Funding

Media Arts Residency

How voting works:

There are two types of coins. One
for the man and one for the woman.
A man’s coin has a larger impact on
the scale as his coin is theoretically
double the size of a woman's coin.
However, excluding inheritance,
men have more power and advan-
tages due to a patriarchal society.
Consequently, a man's coin is

four times the weighted value of a
woman's coin. In this installation,
awoman'’s coin is the reflection of
society’s legal system, the treatment
caused by gender inequality, and
the perception of a woman's mere
existence in every aspect of life.

|
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Sabah Elhadid

Media Arts Residency
SPECULATIVE MANIFESTO NO. (ﬁ)

M_a- 2\, 21 1

FuTture Or FicTion?

Lo R R

The scale exhibits the embodiment of controversies between present time. laws and islam i Egypt. Every time this exhibition takes
place it will tackle a different social issue that is elected by the participants.

Today, Specufative Manifesto No. rf J is about the inheritance law in egypt. “law no.77 of 1943 Article 38 in which states:

"Men nherits Tvice The Share Of Women [ They Were Equally Reluted” as the wife is entitled a complete maintenance from her
husband . in terms of shelter. clothing. food . medical care. children and to aid him in supporting family members that have now come
under his care.

Althengh, woman in Egypt contribute financially equally, and many are even the breachvinmner for the family, certain laws. siill seem
to be fixated on certain ideologies without any signs of amendment. As a consequence, women in the Upper Egypt not only still have
very little control over the salary they receive as their husbands take control over their money, but also many woman give up their
inherttance rights to protect their family ties. out of fear of getting killed if they claimed their inheritance.

Which Side Do You Vote For.?

In every soctery known. the hands svmbolize cultural behaviors, values. and beliefs.
right hand perform tasks considered 1o be Fean!while the lefi hand perform tasks considered to be tnclean”
which side of the scale 15 the unclean clean hand for you?

LEFT HAND

L.VOTE FOR THE LEFT SIDE OF THE SCALE
IF YOU! BELIEVE THAT CHANGES MUST

RIGHT HAND

2. VOTE FOR THE LEFT SIDE OF THE SCALE IF
YOU BELIEVE THAT (LAW NO.77 OF 1943 ar-

BE APPLIED, TICLE 38) IS FAIRLY FOLLOWED, APPLIED AND
RELEVANT TO OUR CURRENT TIMES,
Are You A Woman Or A Man?
C e 1 N =g
MAN WOMAN

IF YOU'RE A MAN PICK THE 2X COIN.
MAN 8 COIN HAS A STRONGER IMPACT ON
THE SCALE AS HIS COIN 1S THEQRETI-

1F YOU RE A WOMAN PICK THE 1X COIN.
THE DIFFERENCE IN TREATMENT BETWEEN
MEN AND WOMEN IN THIS INSTALLATION I8

CALLY DOUBLE THE SIZE OF A WOMAN'S COIN. § &) L, THE REFLECTION OF THE SOCIETY'S LEGAL
HOWEVER, EXCLUDING INHERITANCE, MEN a:.‘-ﬂ?:‘g," ' SYSTEM. GENDER INEQUALITY TREATMENT
HAVE MORE POWER AND ADVANTAGES — AND THE PERCEPTION OF A WOMAN'S MERE
DUE TO PATRIARCHAL SOCIETY, CONSEQUENT- EXISTANCE IN EVERY ASPECTS OF LIFE.

LY. MAN'S COIN 1S 4X THE WEIGHT VALUE
OF A WOMAN'S COIN,

The Safe Box

P A 8 _§
On the safe box you will find a slot where you will be able to slige inside the next social issue vou believe
should be displayed. Think of what makes you feel ang / nel you believe changes must be mace,
ancl write it depin.

ACCESS GIVES YOU POWER TO PASSWORD HINT
1. MAKE AMENDMENTS ON “Law NO.T7 OF . ; SOCIAL 18SUES WHAT NUMBER WILL BE YOUR ADDED FICTION=
1043, ] fosED BY AL ARTICLE THAT COMES AFTER THE LAST AR-

2. ADD ANOTHER. ARTICLE TQ THE £ ADDRESSED TICLE OF LAW NO.T77 /
INHERITANCE LAW THAT IS CREATED BY VOU LATIVE %ﬁ, = /
1 NAME AR (181

DATE : ;3}06/303;

AND EVENTUALLY WILL BE ADDED TO THE
SPECULATIVE MANIFESTO ARCHIVE.
++++++++++¢++++4+++++r4‘»_|*
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Maral Mikirditsian
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The Backstage of Arts and Culture
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Joana Hadjithomas The Lebanese Rocket Society Cinema
& Khalil Joreige

Inthe early 60's, during the

Cold War and the apex of Pan-
Arabism, a group of students and
researchers enters the race to
space and create the Lebanese
Rocket Society.

Sometimes, and specially
nowadays, dreams can overtake a
tormented history...

The Lebanese Rocket Society
LB/FR, 2013, 95'

Cast: Manoug Manougian, John
Markarian, General Youssef
Wehbé, Harry Koundakjian,
Joseph Sfeir, Hampar
Karageozian, Paul Haidostian,
Assaad Jradi, Zafer Azar, Minister
Ziad Baroud, Minister Tarek Mitri,
Fouad Matta, Jana Wehbé

Crew: Directors: Khalil Joreige
and Joana Hadjithomas /
Producers: Georges Schoucair
(Abbout Productions - Lebanon)
Edouard Mauriat (Mille et

une Productions - France) /
Animation: Ghassan Halwani

/ Cinematographer: Jeanne
Lapoirie, Rachelle Aoun / Editor:
Tina Baz / Sound Engineer: Chadi
Roukoz / Sound Editor: Rana Eid
/ Sound Mixing: Olivier Goinard /
Music: Nadim Mishlawi
Screened at Bozar, Brussels,

15 April ‘22, followed by a Q&A
with Khalil Joreige moderated by
Livia Tinca.

Preceded by the short film Rounds
by K. Joreige and J. Hadjithomas.

In the framework of L'heure
d'hiver Beirut

The Lebanese
Rocket Society
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A Conversation
Between Joana
Hadjithomas,
Khalil Joreige and
Claire Vassé

Claire Vassé The starting point for
The Lebanese Rocket Society is a
fact that was mysteriously erased
from Lebanese history: the active
participation of a group of Lebanese
scientists in space research during
the 1960's, and the construction of
rockets in Lebanon. How did you
come to learn about this forgotten
history?

Joana Hadjithomas First through my
sister, who was doing research on
Lebanese history. Then we saw a few
images in Vehicles, a book published
by Akram Zaatari and the Arab Image
Foundation. But we didn’t have very
much to go on: a few lines in a book,
a few pictures. And then we saw an
official stamp that carried the image
of the rocket we see in the film. So
we realized that this had been a
project of major scale! That really
surprised us, because we had never
heard about it before.

Khalil Joreige We questioned our
friends and family, but none of them
knew anything about it either. We
began to ask ourselves: if this was
indeed a serious scientific project,
then how come everyone has forgot-
ten about it? Why had it disappeared
from our collective memory and
imagination? Then we started search-
ing! A lot of our work involves history
that is forgotten or kept secret, which
is often more interesting than the
official history.

J.H. This idea that Lebanon had
participated in the space race was
pretty unbelievable. And also the
fact that it happened in the 60’s,
which were very interesting years
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for the Middle East: it was the

peak of Pan-Arabism, a time when
worldwide revolution seemed like a
possibility, a time for big ideas and
ideologies. The obsession with space
also developed during this period
out of the competition between the
USA and the USSR and the way that
competition affected the rest of

the world. Manoug Manougian, the
Haigazian University Mathematics
professor who initiated the project
with his students, believed that they
were participating in international re-
search. They saw themselves as con-
temporaries of their peers around the
world, in the strict sense of sharing a
common time. This contemporaneity
could also be seen in the spirit of

the revolutions happening around
the world, which all seemed to be
interconnected.

K.J. In any case, that's how we
imagine it...

C.V. Why was the project stopped,
and then so quickly forgotten?

J.H. There were some objective
reasons: the President and the army
wanted to stop it due to the interna-
tional pressure they were receiving.
The rockets were becoming too pow-
erful and could be potentially used
for less peaceful purposes. They also
needed to divert funding and were
dreaming of launching a satellite ...
But for us, maybe another important
reason why the project was aborted
was its connection to dreams. The
men who started it were dreamers,
but ever since the war of 1967 and
the major Arab defeat, there has
been a sense of disillusionment -
and maybe we don't allow ourselves
these kinds of dreams anymore...
This is why such an adventure seems
nearly inconceivable today, impossi-
ble even to imagine. The images do
not match up with our imaginations
anymore. We are unable to recognize
them.

K.J. There isn't a lot of science fiction
in the Arab world, and more specif-
ically not very much anticipation,

7 > g bogi > Llg>

projecting ourselves in the future,

or uchronia. Why? Is it political? Is it
to prevent the development of ex-
cessive imagination, of dreams that
could eventually reveal themselves
to be subversive? We wanted to
establish that dimension of projec-
tion into the future in the film through
the animation created by Ghassan
Halwani, whose work we have long
admired. The animated section clos-
es the film and imagines Lebanon

in the year 2025, what it might have
looked like if this space program had
continued.

C.V. This faith in a different world
that was a big part of the 1960’s
reappeared as you were making
the film, with the emergence of the
Arab spring... Quite an astonishing
synchronicity...

K.J. We started preparing the film

in August 2009 and the shoot went
from November 2010 to March 2011.
We were trying to tell the story and
relive its hopes and dreams when
suddenly, as we were editing, things
started happening in the Arab world.
In Tunisia, in Egypt, in Libya, in Syria,
in Bahrain - men and women were
taking to the streets. Despite their
fear, they were starting to dream
again. And their dreams were not
going to be stopped...

J.H. Without you even realizing it,
artistic desire feels and feeds off the
pulse of what is happening around
you. It is sensitive and permeable.
Things had been pulsating for some
time in the Arab world, and we
couldn’t avoid absorbing them. In a
way, we've just re-transcribed them.

C.V. The way this comes through in
the film makes it different from a typ-
ical historical documentary. There's
almost an ‘action movie’ feel to the
way you depict the construction of
the Lebanese rocket...

J.H. This story is a space adventure.
Its main protagonists may be scien-
tists, but they are dreamers at heart.
Manoug Manougian and his students
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Joana Hadjithomas
& Khalil Joreige

believed they could make their
dreams and desires a reality. They
said to themselves: "l want to send

a rocket into the sky. | need the right
fuel. It's not available, so let’s make
it..." Listening to them tell their stories
was like following the adventure from
start to finish, with all its moments of
great excitement, disappointment,
fear, joy... There was an enthusiasm
and exhilaration surrounding the race
to space that we wanted to preserve
in the film.

K.J. When we met Manoug and he
gave us access to his extraordinary
archives retracing the entire project,
along with telling us the whole story,
we started to feel strongly that this
was the way to go. We wanted to
focus on filming and listening to the
real life protagonists of this adven-
ture. They are the witnesses, and
their words are extremely important
for us.

C.V. At the same time, both of you
remain quite present through the
voice-over...

K.J. Yes, because we wanted to con-
tinuously question the past from the
perspective of our own present.

J.H. It was important to make it clear
from the beginning that we were
born in 1969 and we were taking a
deeply subjective approach to our
historical investigation. Of course
there are the facts as they happened,
but another essential aspect was the
echo those facts provoked within our
own imaginations. The full effects

of that process become clear in

the second half of the film when

we decided to create the sculpture
representing the Lebanese rocket.
An act of the present, but with its
source in the past and the memory
that was passed on to us. We didn’t
want to come off as nostalgic. On the
contrary, we wanted to accomplish
something for the present time, an
act that paid tribute to everything
these people had done.

K.J. It was about doing some-
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The Lebanese Rocket Society

thing crazy today, rather than just
contemplating and admiring the
courage and hope of this group of
scientists who believed they could
send rockets into space. Our working
process usually involves taking steps
to reinterpret and re-enact, to make
things come to life and exist in the
present. This film ended up becom-
ing something very personal, and the
voice-over allowed us to re-tran-
scribe our questions and thoughts

as they came to us. The film is also
about dreams and our ability to still
dream today.

C.V. Rather than just exposing this
"confiscated history", you also re-ap-
propriate it using your tools as visual
artists - by reconstructing a rocket
yourselves.

K.J. We wanted not only to link

this past history to our present
situation but also to work with the
close connection between art and
cinema. The installations we created
can be seen in the film, and the
process of making the film inspired
and nourished our artistic practice.
The Lebanese Rocket Society is a
project that includes a film as well
as several works of art, including the
reproduction of one of the rockets
in the form of a sculpture, the Cedar
4 but all white, as a kind of strange
monument to science in a country
where we rarely agree on symbols,
where people very seldom gather
around monuments. The Lebanese
Rocket society, like some of our
other films, asks a question: what can
cinema do? And gradually an answer
emerged: it can pursue a dream that
was interrupted by creating a replica
of the rocket and donating it to the
university. Dedicating this strange
monument was a way to pay tribute
to the original scientific project and
the original dream.

J.H. This project wasn't born just
anywhere, but at Haigazian, an
Armenian university. Its initiator
Manoug Manougian comes from
Jerusalem and his students came
from all over - Jordan, Syria, Iraq...

Funding

Cinema

They were members of a community
that had been the victim of genocide
at the beginning of the century. And
what do they go and do? They create
a rocket, the first one in the Arab
world, and they give it to Lebanon.
It's a beautiful gesture of gratitude, a
gift to the country that took them in.
For myself as the granddaughter of
Greek immigrants and for Khalil who
is part Palestinian, we are very sen-
sitive to this history of displacement
and exile, but also gratitude. Offering
this new rocket to the university was
a contribution in the continuity of
that history.

C.V. After reconstructing the rocket,
you took it on a journey across the
city. Why was this also an important
act for you?

J.H. The rocket was an object that
lent itself easily to confusion, espe-
cially in Lebanon where people are
more used to dealing with political
conflict than they are with science:
was it a rocket or a missile, a weapon
or an artifact of modernity and
scientific research? Reintroducing
the rocket into an artistic space,
both in our film and at the universi-
ty, represents the belief that these
spaces can protect us from this kind
of confusion and misunderstanding.

K.J. Within the space of the univer-
sity, the rocket can be recognized
for what it actually is: a scientific un-
dertaking. And in the artistic space,
it can be understood for what it is
also, an artistic intervention. It was
provocative but also vital to show the
city that: "This is not a weapon."

C.V. The Lebanese Rocket Society

is not only a film about investigating
the past, but also about conquer-

ing it: conquering the sky as the
Lebanese wanted to do back then
and reimagining the conclusion of
the story in your own way at the end
of the film. Are you in a certain sense
re-writing history?

K.J. There is a lot of memory in
Lebanon, but because it is no longer
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connected to a unified history,
every event becomes personal and
subjective.

J.H. Historians, witnesses, artists,
writers and filmmakers can poten-
tially participate in making traces
that are absent visible again. But
we're not rewriting history - we try
to intervene in the real world, which
is something completely different.

In our work, both of us always follow
the accidents or signs we encounter
along the way. We are completely
permeable to reality, and the way we
work is very organic. Our films are ex-
periences in every sense of the word
and also experiences of cinema,
often difficult to classify or define.

K.J. In our films we always felt a
need to symbolically push back the
limits that seem to be everywhere,

a vital need to expand the bounda-
ries. It was the same with the rocket:
recreating it, transporting it through
the city, donating it to the university.
Pursuing this dream in the present
and saying aloud that we once

were researchers and utopians, that
once we dreamed and that we can
become dreamers again.

J.H. And this is at the heart of our
faith in art and in cinema.@

This interview was initially published
on the occasion of the film release.
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Rym Hayouni, performance artist
and actress, and Oussema Gaidi
(YnfIX), musician, composer and
sound designer, participated

in the Halagat performing arts
residency in collaboration with
Théatre Marni and La Bellone,

in partnership with Studio 8.



Rym Hayouni
& Oussema Gaidi

This performance is about the jour-
ney that rises through the interplay
between what we see and what we
don't see. It's a happening that puts
together all the elements composing
an autonomous space, distinguished
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Frames of Resonance

from what is outside yet mirroring it.
A sphere of interference waving with
the movements that are indicated
and imposed by the existence of the
next step.

Funding

Performing Arts Residency
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Sabrina Kamili

At the second Halaqgat expert
roundtable in December 2021, 27
experts from Europe and the Arab
world met online to discuss the fu-
ture of cultural relations between
the two regions. Five main topics
were discussed during two days
of intense debates, including the
question of how to build fair cul-
tural relations, based on funding
and the sharing of expertise.

Ahead of the third and final
roundtable held in May 2022, we
met with Sabrina Kamili to discuss
both topics in more detail.

In
Conversation
with Sabrina
Kamili (1/3)

By Dounya Hallag

As a cultural actor in Morocco, how
would you describe the cultural

relations and cooperation between
the European Union and Morocco?

Sabrina Kamili The cultural relations
between Morocco and the European
Union go back a long way. In fact,
Europe remains Morocco's privileged
partner in terms of trade in creative
goods and services. However, for
long periods of time, there was

no formal cooperation framework
between the EU and Morocco that
specifically targeted this sector,
which is quite surprising, given the
history and intensity of the cultural
exchanges. This could change in the
short term, with the new cooperation
framework underway now, which
could be effective as early as 2023.

A very favourable framework for
cooperation in this sector is there-
fore emerging which bodes well.
Morocco has also applied for the
Creative Europe programme (after
Tunisia, which was the first country in
the region to apply).
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(1/3)

The political news is also favoura-
ble. At the end of January 2022, the
Head of the Moroccan Government
presented the government's strategy
for the "promotion of the cultural
sectors"; this was so unprecedent-
ed in the country's parliamentary
history. Even more recently, the Royal
Speech given at the 2022 EU-AU
Summit positioned culture as a top
priority for national action within

the framework for the partnership
with the EU, alongside education

and vocational training. We can also
mention the "New Agenda for the
Mediterranean" (2021) and the joint
declaration between the EU and
Morocco (2019) which includes co-
operation in cultural matters among
the areas of convergence.

If the context is therefore
favourable as you said, why this
decline in funding?

S.K. I'll reply here out of my ex-
perience with my small business:

we encounter many difficulties in
accessing the market, due to the lack
of local understanding of the nature
of our activities. Financial institutions
and banks certainly manage financial
flows but also risks. However, in the
cultural and creative sector, we work
with non-material assets, i.e., creativi-
ty. Risks attached to this activity are
difficult for local funding institutions
to accurately assess. It is therefore
not only a question of funding, but
also of understanding the nature

of the risk of cultural activities. It is
perhaps also our fault, we actors in
the sector, who have not made the
effort to meet with these institutions
to better explain our activities and
their repercussions.

Furthermore, there is a divide
between very small structures and
large SMEs, as we see in publishing
and the audiovisual sector, which
can be linked to networks, national
funding programmes, chambers of
commerce or export offices. This
considerably facilitates the connec-
tions to international networks and in
particular European ones.

Funding

At a more global level, the lack of
structuring at the local level renders
the sector less attractive for capital
and investors. We are quite numer-
ous and fragmented. Thus, we are
having trouble obtaining access to
attractive amounts of funding. If cer-
tain structures are capable of raising
funds, then this requires a great deal
of time and human resources for a
relatively minimal level of fundraising
compared to other sectors.

Finally, funding for international
cooperation, including that from the
European Union, is often granted in
the form of donations. Not always,
but very often. Therefore, the recipi-
ents of the funds must be non-profit
associations. As a result, very little
financing is dedicated to private
entrepreneurship. Yet, we try to
encourage initiatives and the spirit of
enterprise; quite a paradox, isn’t it?

Hence, there are few options left for
cultural structures: soliciting foreign
donors, sponsorship or private
corporate patronage for financing
activities and projects, despite the
lack of stability that this implies. Our
main difficulty remains the diversifi-
cation of the sources of financing.

On the other hand, from the point of
view of sharing expertise and net-
working, it has been found that we
do not seem to encounter too many
difficulties at the moment. Moreover,
there is a strong desire among opera-
tors to network since in the knowl-
edge economy, everyone benefits
from being integrated, from being
able to share their expertise but also
their experiences. The main difficulty
that remains is that of the mobility of
people, of physical exchange.

What are the public funds you seek
toraise the most?

S.K. At the associational level,

we operate via a ratio that is 20%
self-funded and 80% externally fund-
ed, mainly via intermediary cultural
institutes and international cooper-
ation (AFAC and Swiss cooperation,

r-o



Al Mawred (Culture Resource), the
British Council and locally based
European cultural institutes).

For the company, it is exactly the
opposite! We have selected a
structural arrangement that includes
two companies and an association,
which allows us to navigate through
the constraints. We have opted for
this arrangement because locally,
we could not set up income-gen-
erating activities that would yield
dividends with the association, nor
create non-profit projects with the
company. So, we have blended the
structures to reconcile two logics:
the logic of impact and societal com-
mitment, and the commercial logic.

During the last session of the
roundtables, one of the problems
identified on the subject was the
unsustainability of funding.

S.K. This is the most prominent prob-
lem that prevents us from sustaining
projects and having real impacts; this
results in a twofold problem at the
financial level: on the one hand, there
is a problem of cash flow, of treasury,
and on the other hand, there is the in-
ability to build stable working capital.
When we build working capital and
we manage to keep it proportional to
the activity, we can then measure its
variation, which is an important indi-
cator of our self-financing capacity.
This then determines our ability to
self-fund our operating cycle, as well
as any potential cash surpluses.

The main problem is that we

often fail to do this in culture. Why?
Because when we finish a cycle and
we approach deadlines, we are al-
ready limited being at the end of our
budgets. Then, you have to count the
time to close the narrative and finan-
cial reports, to maintain relations with
partners, to start again on a cycle of
assembly of files, reflection on the
development of programmes, fund-
raising, etc. Throughout this time
there is no funding. From my point of
view, the real solution is to support
structures to become autonomous
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and therefore to build working cap-
ital to support salaries and activities
during transition periods. It is a logic
of financing but, if we had structures
capable of managing their own
flows, their own investment capaci-
ties, that would allow us freedom of
choice of funding and we can accept
or decline bids. Sometimes, we have
to accept offers simply because we
lack this structural autonomy, mean-
ing we are completely dependent on
external funding.

Which actors could be solicited in
order to share the expertise and
conditions that would enable more
independent structures?

S.K. From the point of view of local
governance, the priority is to launch
the normative reflection at the na-
tional level, while regulatory and fis-
cal frameworks need to be updated
so as to give further incentives, and
to become attractive and inclusive.
This necessarily involves the public
authorities, though local government
must also do its share. In Morocco,
the announced increase in budgets
dedicated to culture gives hope for
improvement. We have two depart-
ments within the ministry: culture
and heritage. In 2022, the institu-
tional framework has not taken into
consideration the empowerment of
structures to emerge as independent
entities, or the concept of cultural
entrepreneurship.

International cooperation actors can
also play an important role. We are
not going to switch overnight from

a model of dependence on external
funds to a model of full autonomy of
structures. It is therefore necessary
to support the transition phase,
which calls for projects and support
programs could help support. This
includes Mawred's Abbara pro-
gramme and the support programs
of the Drosos foundation, which

are very significant in this respect.
The objective we are seeking now is
to increase not only the amount of
funding, but also the percentage of
budget allocations truly dedicated to

Ghols Luple

the structure and its consolidation.
This is not the case today. It is rather
noted that the share of budget-

ary allocations dedicated to the
structure is decreasing from year to
year, particularly regarding European
funds. When we look at calls for pro-
jects and look at the levels of funding
authorized for salaries and the
operating costs of the structure, they
have decreased from 30% to 10% or
even 5% on certain calls... There is a
paradox between the discourse that
targets the structuring of CCS in our
regions, the operationalization of
this objective, and its translation into
clear budget lines.

Read more about the interview
with Sabrina Kamili on page 136.
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Tunis-Djerba

by Amel Guellaty, produced by Asma Chihoub
Alyssa, 19, and Mehdi, 23, have been bonded since
childhood by an unambiguous friendship. To escape
their hard lives, they use their overflowing imagination.
One day, they find out about a contest in Djerba, in the
South of the country, that may turn their lives around.
They steal a car and start a crazy road trip where they
go through adventures and hardships. Their friendship
is put to the test and they discover the best and worst of
their country. Tunis-Djerba tells the story of two young
people who try to grow up in a country that offers them
nothing. Although the depicted reality is sad, the tone
remains light, with dialogue full of humor, funny situa-
tions and fantastic scenes.

Produced by Atlas Vision & Haut les Mains

Productions - Tunisia, France

Carnaval

by Mohamed Siam,
produced by Talal Al-Muhanna
Adham is not suited to his line of
work as an internal affairs investiga-
tor. He suffers from panic disor-
der and his colleagues taunt him
constantly, making matters worse.
On a day marked by civil unrest, he
is called in to the station to deal with
an emergency. Soon after, he finds
himself on the unexpected mission
of rescuing the daughter of his boss:
12-year-old Tanya is stuck at the Cairo
Zoo and—with the city crumbling
into chaos—Adham must find a way
to get her home safely. Meanwhile,
Adham'’s wife goes into labour, fur-
ther complicating matters. Though
Adham and Tanya start off on the
wrong foot, they eventually form
a bond. The feisty teen obtains a
glimpse of life beyond the confines
of her middle-class suburb, and
Adham discovers a paternal instinct
he never knew he had.

Produced by Linked Production

- Kuwait, Egypt
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Fida Touma

Obstacles
Faced

by Arab
Cultural
Organi-
sations
upon

Applying
for
European

Funding

By Fida Touma

Within the framework of EU-Arab
world cultural relations, and
specifically in terms of knowledge
of, access to, and procedures for
funding, Arab (or southern) poten-
tial partners are faced with several
barriers that implicitly hinder access
to funds and create an imbalance in
the ecosystem of cultural practices
on the local and regional levels. Such
barriers stem from inherent technical
issues, cultural differences, and an
impressionistic point of view based
on grant results over the years. It is a
cyclical process that is to be broken
by introducing structural changes

at one or more of three points of

the cycle itself. This article is based
on personal experience, as well as
others’ in my network, and is meant
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to be opinion-based. As such, further
data-driven research is warranted.

The first point is a technical one;
whilst EU commission applications
(and accompanying guidelines and
annexes) are developed to achieve
efficient and transparent commu-
nication, they present a challenge.
Application forms are not only too
detailed, taxing, and repetitive, but
their inherent composition, lan-
guage, connected references and
subtexts render them unattainable
and incomprehensible to a large
subset of organizations that are eli-
gible and in need of such funds. It is
understandable that both administra-
tive and financial abilities are selec-
tion factors, and the ability to handle
the application forms show that. But,
| argue that in southern countries,
administrative and financial abilities
of cultural civil society organiza-
tions are well-developed, a fact that
renders them eligible, yet many find
such applications too complicated
and too convoluted. This results in
either non-compliance with declared
guidelines, or the apprehension to
apply, and would create a subgroup
of professionals who could ma-
noeuvre around the language and
requirements, only to create a layer
of subcontractors or EU-funding-
proposal technocrats.

Going through proposal guidelines
and annexes, making sure all require-
ments are understood and adhered
to, verifying that all needed docu-
ments are up to par, all while juggling
through links and sub-links, is already
taxing and at many times incompre-
hensible. The questions themselves
then add another level of convolu-
tion, so much that applicants end up
repeating themselves through differ-
ent linguistic approaches to fill in the
gaps. Questions looking into abstract
subjects such as environmental and
gender issues, relevance, etc. would
require applicants to imagine what a
proper answer would be, rather than
to tackle them with a simple down-
to-earth, straight forward answer.
This stems from the aura created by

Funding

the guidelines, making applicants
unsure whether their local context
and local direct problems would be
up-to-par with the grander applica-
tion. In addition to the form, regional
applications are even more appre-
hensible, as the different funding
mechanisms are not necessarily clear
to Southern partners or those who
have no background in EU structures
and policies. The select few, who had
been accepted in previous appli-
cations, continue to have the basic
knowledge to apply later, while new
ones struggle to have any clue at all.

Language is yet another barrier.
While many Southern countries

may speak English or French as a
second language, one can argue
that second language skills, fit to
apply, are concentrated among
those who were privileged to attend
good schools, school that are mainly
located in central cities. Arabic may
be problematic for EU staff to read,
but using a second language simply
ensures that only middle-class urban
residents would be able to fill out the
form; thus excluding a vast majority
of possible applicants by default.

The second point is the non-existent
or minimal contextual understand-
ing of Southern countries. Again,
one understands and appreciates
the transparency and equity values
behind using an almost one-size-
fits-all process and format; however,
this impacts the actual efficacy

and relevance of grants and calls
targeting Southern countries. Local
culture and political factors do
impact the access to funds, and
accordingly, actual cooperation with
the EU. A direct example is the case
of Palestine and the explicit listing of
EU-deemed terrorist organizations
in the contract document; whereas
Palestinian civil society organizations
by law are not allowed to transfer
funds to political parties and do not
support terrorism, they believe it

is, at the very least, disrespectful,
insensitive, and unjust to be required
to acknowledge Palestinian political
parties as terrorists while they live
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under occupation. Another example
would be civil society organizations
in Arab countries who are unable to
register or open bank accounts due
to their own countries’ authoritarian
regimes, or that of the new world
order banking systems that would
limit their ability to support their con-
stituents. Additional instances would
be gender and environmental cross
cutting issues that would require a
detailed analysis of the context, to
make the point that a minimal inter-
vention would have an impact from
the Southern point of view, but not
necessarily from the Northern one.
Further, a gender balance may not
be culturally attainable as a Northern
regulator would expect, while envi-
ronmental factors may not be at the
same level of EU agenda, or targets
in a place that has no access to wa-
ter, or no control over its resources.

Finally, the third point, and in rele-
vance to regional or multi-country
projects managed by offices in EU
countries, and in addition to the
above on the knowledge of mecha-
nisms and formats, Southern large
or medium scale organizations rarely
assume leadership of coalitions or
multi-country projects. Building

on the above, regional, and medi-
um-sized organizations do not think
they have the opportunity to win

a grant or a tender if they are the
lead. Most organizations opt to have
an EU partner lead the project, as
this partner would be accustomed
(based on their educational systems,
language skills and context) to face
EU regulators and staff and to talk to
them; and that this Northern partner
would be at a geographical proximity
that would give them better access
to communicate with commission
staff. This scene is a combination

of apprehension and fear on the
Southern side, better cultural
matching on the Northern side, and
a historic overview of grant/tender
results overall.@

Fida Touma

Director General
A M Qattan Foundation (Palestine)
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143

ol B Sahara
Street



In the middle of the Algerian
Sahara, in her relay, awoman
writes her history. She welcomes,
for a cigarette, a coffee or eggs,
truckers, wandering beings and
dreams... Her name is Malika.

Inverted
Road
Movie

in the
Desert

An Interview with
Hassen Ferhani by
Ameziane Ferhani

143 Sahara Street

DZ/QA/FR, 2021, 100"

Cast: Malika, Chawki Amari, Samir
Elhakim / Image: Hassen Ferhani
/ Editing: Stéphanie Sicard, Nadia
Ben Rachid, Nina Khada, Hassen
Ferhani / Sound: Mohamed llyas
Guetal, Antoine Morin, Benjamin
Laurent

Screened at Bozar, Brussels,

15 March ‘22 followed by a Q&A
moderated by Karima Saidi.
Preceded by the short film Tarzan,
Don Quichotte et nous by Hassen
Ferhani
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Ameziane Ferhani How does one
meet a character as singular as
Malika ?

Hassen Ferhani After having made
"Roundabout in My Head", | wanted
to hit the road, to cross landscapes
and make the encounters that go
with it, but also with the idea of
making a road movie, an always
fascinating movie genre. | hit the
road many times, heading South
especially, to find places, characters,
stories... During one of these trips, |
was joined by Chawki Amari, a writer
friend of mine who is also a press col-
umnist and an occasional actor. We
made a long crossing that took us
from Algiers to the Highlands, then
to Ain Sefra and on to a good part

of southwestern Algeria. We headed
towards the center of the Sahara

to join Route One which connects
Algiers to Tamanrasset. "Route One"
is also the title of one of Chawki’s
books, a travelogue in the form of a
novel. At the time, | did not know if
his characters were real or not. For
me, Malika came under the rubric of
"literary fantasies".

A.F.You did not expect such an
intense encounter ?

H.F.| already knew that Amari had
identified interesting characters for
his book but was far from imagining
how interesting Malika could be,
especially from a cinematographic
point of view. As soon as | walked
into her place, | knew that’s where
my movie was. The idea came to me
that, here, we could do an inverted
road movie. A paradoxical idea in ap-
pearance, because after all, what is a
road movie if not a film that happens
on the road? Here we were in a place
on the road that exists because of
the road and for the road the truck-
ers. | loved this simple place that
housed so many things, in addition
to the charisma and strength of this
woman, who is there in the middle
of nowhere. It is incredible what can
be said and can occur within a 20
square meter space and in one of the
largest deserts in the world.

A.F.In the middle of nowhere, as
you say...

H.F. | used this expression but
would like to replace it by "in the
middle of everywhere." It's more
accurate to say it like that because,
contrary to popular belief, the
Sahara is not a deserted place. It's
immense, it seems very empty but
it's not the case. People live there,
work there, and travel there. There
is so much going on there. Also,

| was able to realize that Malika’s
truck stop is practically on the geo-
graphical center of Algeria. Places
that have atmospheres of their own
and that bring together people from
all over the country, that’s what I'm
looking for in my cinema. Here we
have those who go down to Tama-
nrasset in the extreme South or up
to Algiers in the far North. After this
encounter | called my producer

to inform her that | was changing
course.

A.F.In addition to being a paradox-
ical road movie, "143 Sahara Street"
can also seem like a paradoxical "in
camera" movie? We are in a fixed
and specific place that we discover
through its hostess and guests who
reveal to us all the extent of the
outside world, like an immense and
permanent out-of-camera range.

H. F. Things could be presented that
way, that is to say an "in camera"
opened onto Algeria and the world.
| am always looking for meaning-

ful and expressive places that are
capable of hinting at everything that
surrounds us far beyond their own
space. | follow this approach in the
way | choose place and subject but
also in the way | film.

A.F.This way is already present in
your first feature film "A Rounda-
bout in My Head"...

H. F. When | was younger, a phrase
by Robert Bresson left a mark on me:
"I'm looking for the shot that will tell
about all the other shots." | have it in
mind every time | set up my camera.

IAO



| have the same approach during
scouting. Here, | try to theorize what
concerns the realm of experience
because the encounter is something
that cannot be explained. Like in this
case, where this incredible woman
who has decided to write her Story
in this place, who has left Northern
Algeria to settle down where there
were only stones, sand, unbearable
heat, alone and more than fifty kilom-
eters away from the next house, with
her dog and cat. She has created this
place and | often imagine that, in half
a century perhaps - to use the usual
clichés - a small town will grow here,
a kind of Malikatown of the Algerian
Far South. Everyone knows Malika
hundreds of kilometers around, she
knows all the truckers, their journeys,
their stories... She is this place! Mali-
ka’s choice had to do with intuition,
something that is way beyond us.

A.F.But even by intuition, we can
follow a process. For example, in
your previous film and this one too,
we are dealing with people who
work hard. Is this a common thread
in your film world ?

H. F. Someone told me once "you

are filming the margins of society." |
said no, | do not film the margins but
the heart of society. | film my peers.
For me, the important thing is that
these people are carriers of poetry. In
a direct or indirect way, a conscious
or unconscious way, there is a sort of
poetry in them. When Malika looks at
the road all day long, there is poetry
there, like when she comments on
what is happening in front of her,
from this place that is her center of
the world. Finally, that’s what | filmed:
this place that became the center of
the world through Malika’s eyes.

A.F.Can we say that beyond soci-
ety and history, beyond poetry too,
you have a philosophical look at
your characters, just as they some-
times ask themselves philosophical
questions ?

H.F. In high school, | was very bad at
this subject! In any case, when peo-
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ple watch my films, these are things
that can appear to them. But I'm not
looking for philosophy. | am carried
by something that is akin to popular
wisdom and, where we come from,
it is incomparably rich. My films
show the diversity of Algerians.
Overseas but also in Algeria, there is
a tendency to reduce Algerians to a
monolithic vision. What | like about
my characters is that they can have
multiple colorings to them and that
they compose their own colors.

A.F.To me, two elements seem to
characterize your approach: a long
preparation to identify your places
and characters but also for you to
soak them in and make them accept
you, and then very light logistics at
human and material level. For the
first point, it’s both right and wrong.
| am one of the directors who do
very little scouting.

H.F.|spend a lot of time to find a
subject and a place, but once it’s
decided, | don't linger. For me, scout-
ing continues during the shooting,
filming is also scouting. Once | get
the agreement of the person or
persons I'm going to film, | settle in
and start. For the team, it’s a staging
choice. When there is only two of
us, confidence settles in naturally. |
am also the director of photography
for my films and | cannot imagine
leaving the camera work to another
because it’s my writing tool.

A.F.You're often invited to move on
to fiction. Does this touch you ?

H.F. To tell you the truth, | do not
really like the designation "docu-
mentary film." I'm thrilled when my
films are selected for festivals that
do not affirm a particular genre.
This compartmentalization tends
to disappear, | hope. Finally, the
difference between a fiction film and
a documentary is the work they are
based on. In the first case there is a
scenario written in advance and in
the second, the scenario is written
while shooting the film. In any case
that’s the way | work, | write while

shooting. In documentary film, the
matter of what is real determines the
story. | work on what is alive, which
ultimately carries more fiction.

A.F. With "143 sahara street" the
story sweeps through many aspects
of Algerian society. This was also
found in your previous film whose
title is becoming a popular expres-
sion. Are there any prefigurationsor
intuitions of what is happening in
Algeria at the moment?

H.F.| won't look for archetypes. |

am not into a sociological approach.
First and foremost, | try to do cinema.
As for what is happening in Algeria
today, it is inevitably something that
was already stirring our entire society
but was a bit buried. If we portray
accurately a place or a character, it
can become a microcosm that re-
vealsan entire society or country. So
yes, there were signs that are easier
to spot afterwards. But | did not try to
reveal them and everyone is free to
interpret the film as they see fit.

A.F. Last question, because readers
have to know it, what does it feel
like to be interviewed by your fa-
ther? [Laughter]

A.F. Well, to start with, the difficulty
ofusing the formal "vous" when we
talke! Too odd but fun! And then, a
touch of personal pride to be taken
seriously by your old man! This is
perhaps the ultimate consecration
forakid... @
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Lessons for the Future

Expressed and put forward
by participants in the Halagat
expert roundtables.

Collected by Dounya Hallaq,

Maud Qamar, Tomas Van Respaille.

Edited by Sana Ouchtati.
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Investigate and understand
how Covid-19 has affected the
artistic work and production,
and how artists have been
forced to change their
practices in management and
creation processes as well as
in audience development.
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Lessons for the Future

Gather data, conduct research
on economic and social
impacts, engage in evaluation,
and foster audience
development so as to provide
arguments to governments

to fully understand and
embrace the importance

of arts and culture and to
increase the support (Social
Reporting Standards that
already utilise a combination
of qualitative and quantitative
data in order to evaluate social
and cultural works and to
show long-term impacts).

132 Crisis as a Permanent State Ivv



Develop education on arts
and culture as well as training
opportunities to address the
lack of cultural management
knowledge and professionals.

Investigate and invest
more in digital platforms.

Empower cultural actors to
understand digital platforms
accessible to their work e.g.,
in terms of access, funding,
and decision-making.
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Lessons for the Future

Support bottom-up
organizations in the arts and
culture sector. Alternative
collectives/initiatives/unions
established by artists and
creatives not affiliated with
the state could, for instance
become an emancipatory
process of self-determination,
facilitating their community,
fostering of trust, raising
one's own voice and

taking common action.
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Support, explore and import
financial models from the
independent sector to support
financial sustainability.

Establish new ways of
communication between
the arts & culture sectors
and state governments.

SOME INITIATIVES

In 20183, a cultural movement was
launched in Tunisia asking the
government for a law that protects
artists.

Action for Hope is launching a new
initiative together with Ettijahat on
developing social protection mech-
anisms that are artists-led in three
countries: Lebanon, Jordan and Syria.

RESOURCES

A study by Samia Labidi and Nadia
Cherif (Open Society) on social pro-
duction in the MENA region is to be
published in the coming times.

"Slovenian Cultural and Creative
Workers in Times of Covid-19" and .E E
"The Art of Survival": research studies

by Polygon (Ljubljana) on the impact -

of Covid-19 on the cultural sector: E

"Le statut de l'artiste"

a study by Suzanne Capiau on the status & ﬁt’ﬁ fat

-*i:‘l*‘.ft

of the artist in Tunisia i ""':r:t ; :

(comparative law, in French):

"State of the Arts"

a study on arts in the digital public
sphere (in the framework of the

2" Freiraum Festival / Common Lab,
fall 2022):

"Emerging from the Cave"

a study commissioned by Sundance
Institute on artists” experiences
during the Covid-19 pandemic and
Black Lives Matter uprising:

"Analyse contemporaine

des dynamiques culturelles
al'oeuvre en Tunisie"

a study by Shiran Ben Abderrazak on
cultural dynamics in Tunisia:
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http://www.culture.gov.tn/statutartiste/pdf_files/دراسة%20حول%20قانون%20الفنان%20في%20صيغة%20فرنسية.pdf
https://emergingfromthecave.com/
https://www.poligon.si/en/
https://www.commonlab.info/state-of-the-arts---conference-2021.html
http://www.fondationrambourg.tn/fr/ressources

Sabrina Kamili

This is the continuation of the
interview with Sabrina Kamili,
in which she shared with us her
expertise on therole that Arab
states, including Morocco, can
play in the development of

the cultural sector.

In
Conversation
with Sabrina
Kamili

(2/3)
By Dounya Hallag

Do Arab states have the capacity
todevelop the sector and play a
roleinfinancingit?

(2/3)

those created within state or regional
frameworks. | am undoubtedly quite
radical, but outside the EU, thinking
about the question of cultural devel-
opment on a multi-state scale seems
rather chimerical to me.

During the roundtables, this
question of the links that may exist
between diplomacy and culture
has long been addressed, with
examples of funding conditional
upon adopting a political position,
especially in the Mashreq.

S.K. Itis a fact. Let us say at the
outset that all countries use their
cultural relations for the achievement
of not only cultural but also political
objectives. Cultural diplomacy is not
the exclusive prerogative of funding
countries. That being said, the unbal-
anced relations between the North
and South of the Mediterranean
mean that this cultural diplomacy is
not exercised on equal terms.

a great opportunity to develop
bilateral programs.

Cultural funding remains necessarily
linked to more global cooperation
agendas and frameworks. When we
consulted professionals in the sector
during our research, it was clear that
the question of political agendas

is not necessarily the first cause of
frustration. The difficulty is not so
much political as it is operational:
the actors do not have access to
funding, and they do not have the
possibility of setting up complex files
with the European Union.

If we complain of the European agen-
da forced upon us, why not define our
own roadmap? This, in my opinion, is
the role of exchanges between coun-
tries of the South. If we want a more
balanced relationship in financing
relations, we have to come up with a
roadmap as clear and precise as that
of the European Union and say:

S Janllg nKaill JLill 2jadl 9o Lo

Sabrina Kamili Yes, but the question
is tricky because the framework for
action is quite ambiguous, especially
when we include several very different
countries in a more or less changing
geographical area (rather than "Arab
world", we should also speak of
"Arabic-speaking majority territories",
as several participants in the Halagat
programme reminded us. There are
non-Arab cultures in our territories,
who are not necessarily a minority).

Furthermore, are we talking about
states that act out of a sovereign
individuality on their territory? Orin a
collective and concerted way? What
is the right scale for reflection and
action? Your question raises others.
But one thing is certain, cultural
development is linked to the devel-
opment of territories; it is a matter of
centralization. From there, we could
undoubtedly define several possible
scales for intervention. For example,
cooperation between cities is some-
times more interesting and more suc-
cessful in terms of cooperation than

136

| also agree that some countries,
especially in the Mashreq, suffer the
consequences even more. Political
instabilities generally weaken
powers of negotiation, and cultural
exchanges are no exception. The
news shows us that everything can
change quickly, depending on the
present state of diplomatic relations
between two territories (the winds
of change can blow all of a sudden,
then everything is altered).

In Morocco, we have the advantage
of having a stable political context.
Yet, some turbulence can happen.
It should also be said that in the
case of cooperation between
Morocco and the European Union,
culture is seen as a lever for eco-
nomic inclusion. It is undoubtedly
a more "neutral" field of dialogue.
Youth unemployment is the "pain in
the neck" for the country, despite
the fact that culture and the crea-
tive sectors have a strong power of
attraction for this segment of the
population. There is therefore

Crisis as a Permanent State

"Here are our challenges, what are
the areas of convergence?"

Let's shed light on those bilateral
programmes that have proven to

be a success, matching compet-
itive groups to stimulate creation
and innovation, and see if there is

a logic behind the networking that
works within our territories and the
continent. There is no need to wait
for external support to launch these
projects, nor for major UNDP-type
projects, etc. We often end up realiz-
ing that we have injected a great deal
of money and that it has not yielded
the expected outcome.

Read more about the interview
with Sabrina Kamili on page 270.
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Brahim El Mazned

Towards
Greater
Stability
in the

Cultural
Sector?
Lines of
Thought

by Brahim El Mazned

STATE OF PLAY OF CULTURE
AND THE STATUS OF THE
ARTISTIN ARAB COUNTRIES

WORKING IN CULTURE, A
PRECARIOUS CONDITION: THE
STATUS OF THE ARTIST

In times of crisis, less "lucrative"
sectors such as culture or those con-
sidered less "important", according
to some governments, experience
budget cuts. Culture is unstable
because endogenous and exoge-
nous factors influence the choice of
public finance allocation. Although
its importance is recognized, culture
is in competition with other prior-
ities (education, health, etc.). The
COVID-19 crisis in particular has had
a huge impact on culture. The sector,
by its nature, requires face-to-face in-
teraction (such as at museums, in the
performing arts, live music, festivals,
cinema, etc.), and resultantly has
been among the hardest hit by social
distancing measures. The sharp
drop in income has jeopardized their
financial viability and resulted in the
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precariousness of artists. Indeed,
Ernesto Ottone R., UNESCO Assistant
Director-General for Culture, states
that "the health crisis has highlighted
the vulnerability of artists and the
precariousness of their status. More
than ever, the promotion of the eco-
nomic, social and cultural rights of
artists is fundamental. Taxation, social
coverage, unemployment, retirement,
copyright, mobility and many other
safety nets require laws and public
policies adapted to preserve the
diversity of cultural expressions".

As a general rule, the profession of
the artist, by its seasonal nature, is
precarious, but even more so when
they are not coming from a devel-
oped country, which account for
95% of the total exports of cultural
services. Countries must be support-
ed in improving the social protection
of artists. Indeed, there is a glaring
lack of regulations for artists, which is
why UNESCO has sought to enhance
its support for the improvement of
the status of the artist throughout
the world. The UNESCO - Aschberg
Program therefore provides direct
assistance to Member States to sup-
port the implementation of the 2005
Convention on the Protection and
Promotion of the Diversity of Cultural
Expressions, as well as the 1980
Recommendation on the Status of
the Artist. The UNESCO - Aschberg
program aims to strengthen national
legislation and policies in favour of
artists and cultural professionals,
support capacity-building on artistic
freedom, improve the monitoring of
artists’ social and economic rights,
and advance advocacy and owner-
ship of reforms.

However, no Arab country is a bene-
ficiary country of this program. They
must therefore take the condition

of their artists into their own hands.
But how is culture financed in Arab
countries?

THE FINANCING OF CULTURE
IN ARAB COUNTRIES

Funding for culture around the world

is very heterogeneous, and Arab
countries are no exception. Indeed,

Crisis as a Permanent State

even while distinguishing themselves
from the traditional French and
Anglo-Saxon models, the Arab coun-
tries have a typology which varies
from one country to another, from a
state model to a model which relies
on civil society as sponsor. The prac-
tice of cultural creation in the Gulf
countries is radically different from
the Middle East region, as that of
Egypt is different from the Maghreb,
and even within the Maghreb, there
are large-scale differences between
the five countries in the way they
manage their cultural programs and
projects.

A SUBSIDY-BASED
CULTURAL FUNDING MODEL.
BRIEF INVENTORY.

Public financing of culture: The
economy of culture is largely
dominated by the model of public
intervention, apart from being an
essential economic support for the
survival of cultural structures, but
also for production and creation.
The strong contribution of the public
authorities plays an essential role for
several reasons: first, cultural action
is also a matter of public service like
other sectors, such as education,
such as advocating access to culture
for all and attendance at artistic offer-
ings. It is also a guarantee that can
encourage investors—particularly
private investors—to support cultural
structures and projects. Some inde-
pendent cultural projects are made
possible by political decisions or by
the legitimization of activities.

The opposite effect can also be

felt for projects that go against the
"official" culture. Investing in cultural
projects should in no way harm the
independence of places and the
freedom of creation.

Private funding of culture: the dif-
ferent types of sponsorship relating
to the cultural and creative industries
are practiced throughout the world
by donors, for reasons that may be
personal, social or economic. The
last decades have seen the devel-

[\



opment of legislation rendering this
type of taxation favourable for those
who practice it. On the one hand, cul-
tural sponsorship is based on com-
munications and marketing, thereby
allowing a brand to associate itself
with an event with the commercial
aim of increasing heightening aware-
ness of it and improving its image.

In return, the event "welcomes and
enhances" the brand. On the other
hand, there is cultural patronage,

is the support provided by private
actors (companies, foundations and
individual donors) without direct
compensation from the beneficiary.
However, in most countries, this is
indirect public funding since the
donors subsequently receive tax
advantages from the State.

Participatory financing or crowd-
funding is a fundraising tool
available online via peer-to-peer
intermediation platforms that have
been widely deployed in recent
years. According to the EU, the areas
most affected by crowdfunding are
the cinema and audiovisual sectors
and live performances. This mode
of operation was born following a
search for new economic models
on the part of cultural actors who
wish to free themselves from public
funding, or to identify other funding
tools. However, although this type
of financing has its advantages by
offering project co-financing, it
struggles to go beyond the logic of
the single project. Cultural business-
es further face continued operating
costs that require regular invest-
ment. Moreover, the requirement to
communicate and to stage oneself
that this type of funding request gen-
erates can obscure the true nature
of the project and entails a heavy
workload that will not be remunerat-
ed in the event of failure.

TOWARDS A NEW MODEL:
SOME RECOMMENDATIONS

The terms entrepreneurship and
culture have long been considered
antagonistic. Experienced as op-
posed to creation, the marketing of
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culture has long been put aside and
raises several questions, including
that of determining whether an artist
or a cultural actor can be an entre-
preneur.The specificities of the field
of culture, its seasonal nature and
the uncertainties that characterize
its activities hamper the traditional
use of tools related to entrepre-
neurship, due to a fear of not being
able to establish real market studies
and business plans; this mode of
thinking is counterproductive to the
cultural enterprise. Although it has
been recognized that the consump-
tion, distribution and production of
culture are factors of development,
the economic potential of culture
remains underexplored in a world
where the cultural sector repre-
sents 3.4% of global GNP (source:
UNESCO).

In order to encourage and facilitate
cultural entrepreneurship, several
points should be promoted:

Create collective interdepend-
ence: It is necessary to adopt a
pluralistic approach to cultural
entrepreneurship because of its
specificities. An operation based on
the collaborative interdependence
of cultural enterprises, rather than
on competition, may prove to be a
solution to be explored. The pooling
and capitalization of resources, risks
and results obtained is a priority
issue and a strategy to be refined for
the future of initiatives concerning
the financing of culture.

Professionalize cultural actors.
Although training in the cultural field
(technical, creative and administra-
tive) is not widened in the countries
of the South, it attracts more and
more young people, especially

girls. The music sector, for exam-
ple, requires numerous specialists
(sound/light engineers, producers,
bookers, managers, but also the new
professions born in recent years,
etc.). Developing continuing educa-
tion in the artistic field helps prepare
the foundation for quality cultural
entrepreneurship.

doloime Al Lgaog dojdl

Ll padlpl

Structuring the cultural sector.
Moving away from the subsidy
model requires turning to logical
frameworks. The responsibility of
the Investment Centres, the local
authorities and the ministries, in par-
ticular for culture and the economy,
is essential.

Developing digital technology.
Digital technology now allows cultur-
al structures and projects to increase
their production and have a greater
influence, which can lead to renewed
interest, guaranteed revenue and
high visibility with low investment.
Improve the legal framework. There
is no cultural enterprise status in
many Southern countries. The law
should facilitate investment in the
artistic field, but the laws are too
fixed and do not follow the evolution
of the market.

Produce benchmarking. Drawing
inspiration from foreign models,
promoting mergers, creating inter-
national networks, while respecting
its specificities are all avenues to be
explored.

Encourage mobilization by gener-
ating meetings. Bringing together

a cultural entrepreneur and other
entrepreneurs allows for the devel-
opment of entrepreneurial creativity
in the cultural sector.

Contract the projects. This is an
important concept that can help
limit the risks associated with the
financing of culture. The contract
would represent the official will of the
various parties involved. Innovations
in projects must be governed by
contracts that enable us to never
lose sight of their aims. In addition, a
contract ensures transparency and is
thus a lever for entrepreneurship.

In many countries around the world,
given its seasonal nature, cultural
and artistic creation is managed
directly by artists (individuals or
collectives), associations (NGOs) or
small cultural structures, and as such
public authorities and patrons must



Brahim El Mazned

take into consideration the invest-
ment required for each new creation.
Cultural enterprises have no place

if there are no artistic projects or
quality creations, It is also a means of
energizing cultural policy and to fos-
ter a better living between citizens.
To do this, the current or future po-
litical class (?) presumably still lacks
a bit of lucidity, a lot of conviction,
and above all the skill to ensure

that artistic works, initiatives, and
aesthetic impulses allow as many
people as possible to better inhabit
the world.@

Brahim El Mazned
Founder, Festival Visa
for Music (Morocco)
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Mayar Alexane, Loutje Hoekstra Dust

Hoor Malas, Abdo Ineni

|
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142 Crisis as a Permanent State

Performing Arts Residency

Dust is a multidisciplinary perfor-
mance that researches the landscape
of the human brain and its collapse
through Alzheimer's disease. It
inquires into the forms of informa-
tion that draw the human being to
define him/herself and define his/her
surroundings, and how this entity falls
apart and dissolves. This project re-
flects on the longing that Alzheimer's
patients have for their first homes as
a metaphor to process the alienation
that we have as makers towards our
own cities and realities. How can we
belong without a memory? How can
we find our way back home within
our ever-changing cities?

This performance is in collaboration
between the visual artist Loutje
Hoekstra, the choreographer Hoor
Malas, the music composer Abdo
Ineni, and theatremaker Mayar
Alexane. They participated in the
Halagat performing arts residency
in collaboration with Théatre Marni
and La Bellone, in partnership with
Studio 8.
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Performing Arts Residency

Dust

Mayar Alexane, Loutje Hoekstra

Hoor Malas, Abdo Ineni

Alone in the house

I, he is sitting on the couch for hours. Silently watching the immigration of the small dancing particles under the sun.
The space is surrounded by wallpapers from the nineties, a pale green plant that repeats endlessly.

My grandpa has a weak sight for distinguishing distances. Navigating through his surroundings with a half-closed eye that decided
to unfold its curtain after years of reading and writing. The other one is still open and lost, rooming and shuffling between different
worlds and different timescapes.

Now, He is, | am fifteen years old, in a haphazard house. He is standing up slowly after he swings his hips three or four times.
Beneath us, there is a nylon sheet that is rattling with every movement. Without looking down he searches with his feet for
his sleepers, like someone sensing the water with a tiptoe. With small steps we travel between the rooms, discovering

the place for the first time. He strips all the drawers. | find something familiar. We stare at it for a while and throw it away
again.

In recent years we developed special skills for hiding stuff, it's a constant search for safe places; places worthy
of keeping secrets. Weird unfamiliar corners, under the matters between the sponge and the wood, or on the
lower surface of the shoe storage lies that bag of a thousand zippers. Inside the brown sock, there are papers,
laminated papers, they open up to reveal a sugar cube.

We must go home, my grandpa announces, our true home. Urgently he heads to his closest.

| look for his clothes. He finds a shirt, fails to take off his sweater, he wears the shirt on top of all layers. | walk
toward the door wearing a shirt, pyjama pants, and sleepers. We try to open it, it's locked... Damn it.

Following his heroic half false stories, my grandpa digs out his medical bag for a thin X-ray sheet.

A magic sheet that turns into a thick head under the light. He sticks the sheet between the door frame

and the lock tongue. Once, twice, a hundred times, the door opens. What a stubborn head.

| look into his open eye, where to go now?
He says there is a seahorse living in my brain.
A seahorse that knows our way back home.

A rusty highway. A square with five fountains. A road along the dry river.
Under the bridge, through the tunnel and yet another tunnel, to emerge into a
road with a stream of people topped by crowns of flatbread.

Walking between pyramids of watermelon, climbing up the bold rocky hill,
there are prefabricated houses made from yellow, blue, and white Lego
pieces.A half-open wooden door is the entrance of our house.

I, He enters alone, our feet shake the first layer of the calm dust.

We sit on the couch silently. A ray of sun rolls into the hollow of the

house. He looks at me with his one eye.

I, he says: we must go home.
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Sally Samaan

Media Arts Residency

Sally Samaan
in Progress

"Ml 48" Olaows Jlw

Sally’s work explores how the blending and merging
of the physical and digital selves is creating new
realities and perceptions of ourselves and the world
around us, such as how we project fragmented re-
alities into the digital realm, and how these realities
reflect and project back onto the physical realm.

"I'm always interested in

the psychological journeys
and emotional struggles
that we go through as
humans in the 21t century:
chaos, displacement, and
detachment, and finding
different mediums and ways
to express what language
might fail to communicate."

iMAL in March 2022.
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Sally Samaan participated in the Jle ‘“si JSpo @ FRYRE| bilwdll
Halagat media arts residency at Kuigigpls as)lincug (iMAL)
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146 Crisis as a Permanent State (o



]
&

RVRCY bjlw

ue|zowy Jiwes




Sally Samaan &
Elisabetta Cuccaro

By Proxy
—a Story-
telling of
Displace-
ment

Sally Samaan by
Elisabetta Cuccaro

This contribution comes froma
conversation Sally Samaan and

I had regarding her experience

as an artist, between Damascus,
Beirut, and the Netherlands. Using
my voice to tell someone else's
story mirrors the very content of
the testimony, whose narrative
process develops as arelay.

Life seems like a broken line, one
whose segments vary in length and
inclination. We look from above and
see this geometric snake as a con-
nection of disparate points. It can be
the simple image of linking different
geographical locations together, but
it can also be read as the happenings
of a trajectory that has to change
directions. Paul Klee said that a line
is a dot that went for a walk; the
sharpness of its corners induce us to
believe that something abrupt must
have happened. Look how harsh its
corners are, as if it had to suddenly
swerve to avoid a crash while driving.
Many crashes can be imagined be-
tween the lines of a broken serpent.
Be gentle, you do not know its story
from just looking at its angles.

First it was Damascus, and it was a
time where, through printmaking,
dots and lines were happily playing
their formal games. It was an intuitive
and fluid practice developed during
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By Proxy — a Storytelling
of Displacement

the years of my bachelor's degree, a
practice that came easily with each
new piece, always looking for new
compositions and results. Now, the
copper and wooden plates that trace
such freedom are safely stored, pro-
tected from spoilage in suitcases that
traveled through the displacement
of resettlement. However, they were
never printed again. Instead, they are
quietly waiting for the right moment
to come, where it will make sense
again to be printed. Yet, that moment
is nowhere in the offing. Years have
passed, and they wait, silent testimo-
ny of what cannot be said.

In 2013, an explosion signaled the in-
escapability of war's devouring of any
future possibility. It was time to leave
and go to Beirut, Lebanon. There, both
finding spaces to continue printmak-
ing, as well as getting in contact with
approachable and interested galleries
were hard. Experimentation with more
accessible techniques happened,
while most of the time was spent
trying to make a living. The personal
artistic practice had to be put on hold
first and foremost because of the very
local art scene: wanting to express
through forms and abstractions the
experienced chaos as a universally
relatable emotion wasn't deemed as
sufficiently political: evoking in my
work the sense of being a Syrian artist
had been thrust upon me as the only
topic worth of attention. Acceptance
became an even harder issue when
the legislation for Syrians changed,
which ended up opening a loop hole:
leaving the country was no longer an
option, but staying in the country was
also no longer legal.

As a sans-papiers, rejection assumes
a different scale.

After few years of waiting, in 2016 the
procedure set in motion by my reg-
istration in 2013 as a refugee started:
the UN called for resettlement. With

a Dutch visa, leaving Lebanon was
now possible, although any return to
the country became impossible for
the next ten ten years. No matter how
organized the transfer was, starting

Crisis as a Permanent State

anew could not but be filled with
uncertainty, detachment and feelings
of not belonging. Safety was still a
wound. Works like Inside the Curtains
and Focus on the Details tried to both
express and digest such a state;
going through them also clarified

the need for new tools of expression,
which were found within mixed me-
dia installations. Old ways of working
no longer made sense anymore:
printmaking had become a lost place,
unreachable. Old traces now scars
which could not be touched.

The need of formulating a new
vocabulary led me to attend the
MA's MADTech in Groningen, which
provided me with the means to both
advance my artistic career, and to
focus on expressing something
beyond my inner emotions. The
interest in new tools and how they
sensed and fed their environment,
as detached as it initially seemed,
unraveled as a reflection and expres-
sion of the self. Most of my practice
now focuses on the relationship
between identity and one’s envi-
ronment, especially for concerning
communication with and through
technology. The notion of personal-
ity | came to define has come to be
characterized by the intertwinement
of personal and impersonal, me-
chanical and humane features, nec-
essarily fragile and discontinuous.

The experience of profound detach-
ment has altered the sense of self as
much as that of reality. Looking back,
my resettlement has propagated a
final feeling of impossibility, adum-
brating the present with the aware-
ness of never being able to go back.
The gravity point that my home(land)
represents is lost, as is the certainty
derived from it. Creation tackles the
effects of such an experience, while
trying to reckon with the fragility of
the self and the tenuous surfaces of
contact that make us feel alive. The
digital world appears as just a variety
of such existential fragility, but at the
same time it is also the place where
relationships are established or
maintained.®
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Mai Masri
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Beirut Diaries

Cinema

Through the experiences of 25-year-old Nadine
Zaidan who was one of the thousands of activists
who gathered in Beirut's Martyr’s square in

the chaotic days immediately following the
assassination of Prime Minister Rafiq Hariri in
February of 2005, Beirut Diaries explores the
critical transformations and crucial questions
facing Lebanon at that moment of history.

Crisis as a Permanent State

S =& b ‘in l :

Beirut Diaries
LB, 2006, 80'
Director: Mai Masri / Production:
Jean Khalil Chamoun, Mai Masri /
Cinematography: Hussein Nasar /
Editing: Farah Fayed, Michele Tyan
Screened at Bozar, Brussels,
16 March '22, in the framework
of L'heure d'hiver Beirut, in
collaboration with Mahmoud
Darwich Chair

Beirut
Diaries

Mai Masri is a Beirut-based
Palestinian filmmaker. She reached
international acclaim with her debut
feature film, 3000 Nights (2015).
She is also known for her humanistic
and poetic documentaries such as
Children of Fire (1990) and Frontiers
of Dreams and Fears (2001).
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Patrick Tass

"l am a Palestinian refugee born

in Lebanon. | have been living in
Belgium for seven years, and | have
done all | can to acquire the citizen-
ship, the only one | ever had. Years
ago, | got the urge to start backing
up the voice messages my mother
sends me. | didn’t necessarily have
a precise use for them at the time.
When | went to visit my parents in
2019, I felt | had to film them, docu-

ment their faces, bodies and voices.

Once having returned to Brussels,
| also started to record our online
video calls. A lot of questions were

raised, and | knew that all this materi-

al | collected must be used one day,
to communicate what can’t be said.
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Dear Mom

So many things | would like to say to you.

But here we are, each in a country living his life.

From time to time, your life and mine meet.

There's the life you tell me about and the life you live.
There's the life 1 tell you about and the life 1 live.

So many things | want to say to you, but where to start.

This experimental documentary is
a letter to my mother. An indirect
dialog between her voice mes-
sages and my voice over, between
images of her face in Lebanon
and of my life in Brussels. A ma-
terialization of our relationship at
a distance. It is the portrait of my
mother, her love, her doubts, her
anguishes, and her unhappiness."

Patrick Tass participated in the
Halagat audiovisual residen-

cy in collaboration with Atelier
Graphoui, Cinemaximiliaan and
Sound Image Culture - SIC.

Crisis as a Permanent State

Audiovisual Residency
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Patrick Tass Dear Mom Audiovisual Residency

And you?

Who would you have been if you were born somewhere else?

In a country where you had rights?

Where the war wouldn’t have stopped you from going to school?
Where you could have done a degree?

Where it is not normal to live in fear of being bombed?

Where " alive " is not an answer to " how are you "?

Where you could give your children your nationality?

Where you don't feel guilty for bringing children into this life?

154 Crisis as a Permanent State
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Marwa Helmy

On
Cultural
and
Creative
Industries

An Overview

of Support
Mechanisms and
Initiatives within
the Framework of
Arab-European
Cooperation

in light of the
COVID-19 Crisis

by Marwa Helmy

How did the cultural and creative
industries sector around the world
and in the Arab region address the
grave recession crisis caused by
the emergence of the COVID-19
since late 20197 Has the sector
proven its resilience in light of this
great challenge? How have gov-
ernments, the private sector, civil
society institutions, cultural actors
and artists responded to the crisis?
How can this experience be used
to review the policies regulating the
sector globally and regionally, and to
emphasize its social and economic
impact and ability to effectively par-
ticipate in achieving the sustainable
development of countries?
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On Cultural and Creative Industries

The importance of the creative
industries not only stems from

their active role in achieving social
development, but also comes within
the framework of contributing to the
economic development of countries.
According to UNESCO, "the cultural
and creative sectors create millions
of jobs around the world, increase
the attractiveness of cities and
generate millions of Euros in national
income for countries".

The cultural and creative industries
generate global annual revenues
estimated at 2.25 trillion US Dollars,
representing 3% of the global GDP!'
They also generate 29.5 million jobs
worldwide, a figure that exceeds

the number of jobs provided by the
automotive industry in Europe, Japan
and the United States combined.
The largest percentage of these jobs
is concentrated in the visual arts,
music and publishing sectors. The
most important characteristic of the
cultural production sector is that it

is a youthful sector—in Europe, the
majority of people working in the cul-
tural industries sector are between
the ages of 15 and 29, and most of
them work in start-up companies and
as freelancers.?

The cultural and creative industries
are among the main catalysts for
economic and social growth and
diversity, and are one of the fastest
growing economic sectors world-
wide, with their contribution expect-
ed to reach 10% of the global GDP.
This encompasses several sectors,
including cinema, music, performing
arts, plastic arts, publishing,
handicrafts and design, television
production, multimedia, and games
and e-sports, among others. The
United Nations Conference on Trade
and Development estimated that the
volume of the production and distri-

1 The Gross Domestic Product (GDP) is the
monetary value of all finished goods and
services manufactured in a country during a
specific period. The GDP provides an economic
overview of a country that is used to estimate
the size of the economy and the growth rate.

2 Unesco Report "Cultural times, the first
global map of cultural and creative industries"

Crisis as a Permanent State

bution of creative goods reached an
average annual growth rate of about
7% during the period from 2003 to
2015, with global exports rising from
208 billion US Dollars in 2002 to 509
billion US Dollars in 2015.

The Asia-Pacific region ranks first

in revenue from cultural industries
(USD 743 billion, 12.7 million jobs),
followed by Europe (USD 709 billion,
7.7 million jobs), North America (USD
620 billion, 4.7 million jobs), Latin
America (USD 124 billion, 1.9 million
jobs), and Africa and the Middle East
(USD 58 billion, 2.4 million jobs).?

The magnitude of the socio-econom-
ic impact of the cultural and creative
industries and the percentage of
their contribution to countries' gross
national income are considered
indicators of these countries' keen-
ness towards these industries. This
is directly related to various factors,
including, but not limited to: policies
regulating the sector, the legislative
system related to economic and tax
facilities, intellectual property rights,
anti-monopoly policies, and other
factors.

In the Arab region, the term "cultural
industries" is still very muddled. It is
commonly used to refer to heritage
and manual industries, rather than
encompassing the comprehensive
concept of creative industries, which
includes approximately 13 industries
at least. Therefore, in most Arab
countries, cultural industries are not
treated as an integrated sector, but
as separate industries in the absence
of an overall strategy that takes
integration and coordination into ac-
count. Therefore, creative industries
in their broader sense still suffer from
numerous problems and obstacles,
the most important of which are the
absence of supporting policies and
laws and information and statistics
on industries or their economic
impact, as well as insufficient intel-
lectual property laws, the absence

3 https://ec.europa.eu/culture/news/europee
an-commission-publishes-research-study-im-
pact-covid-19-international-cultural-relations
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of the administrative structures
necessary to manage the sector or
the ambiguity of their roles and the
lack of coordination among them, as
well as the shortage in administrative
cadres.

For a number of years, there has
been a great broadening of cultural
and artistic fields in the Arab Gulf
countries, which are working to open
large markets for cultural and crea-
tive products through many cultural
events, festivals and art exhibitions.
This change in Gulf countries' atti-
tudes towards culture and the arts
has opened up new opportunities for
Arab cultural producers and for many
Arab artists in various fields such as
cinema, music, the theatre and visual
arts, due to the substantial financial
means that drive production and
mobility.

In Saudi Arabia, for example, the
Riyadh Season, an international
entertainment festival held in the city
of Riyadh—the kingdom'’s capi-
tal—has become one of the most
important regional cultural events
which attracts a large number of art-
ists from the region. The festival aims
to transform the city of Riyadh into

a global tourist entertainment des-
tination according to the objectives
of the "Quality of Life program", one
of the programs encompassed by
the Saudi Vision 2030. The Riyadh
Season was first launched in 2019
and attracted more than 10 million
visitors. Its second season started

on the 20th of October, 2021 after
pausing in 2020 due to the COVID-19
pandemic. Not to mention there are
numerous other events that take
place throughout the year in Saudi
Arabia, the United Arab Emirates,
Kuwait and Bahrain.

At the international level, a number
of institutions are invested in the
protection and support of creative
industries and the promotion of their
socio-economic value through var-
ious programs, With UNESCO chief
among these institutions. According
to UNESCO, the "cultural and
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creative industries are among the
fastest growing worldwide and have
proven to be a sustainable option for
development that relies on a unique
and renewable resource—human
creativity". The potential that these
industries offer has been placed

at the heart of the 2005 UNESCO
Convention on the Protection and
Promotion of the Diversity of Cultural
Expressions.* The objective of this le-
gally binding international treaty is to
enable artists, cultural professionals
and practitioners, and other citizens
to create, produce, disseminate and
enjoy a wide range of cultural goods,
services and activities, especial-

ly when relevant to their cultural
expression. This agreement supports
mechanisms that encourage innova-
tion and promote the emergence of
active cultural and creative industries
for comprehensive economic and
social development. This includes
mechanisms aimed at enhancing
local production, developing local
markets, and facilitating access to
worldwide platforms for distribution
and exchange purposes.®

UNESCO provides many programs
for Arab ministries of culture and civil
society institutions to support the
development of cultural and creative
industries and the free exchange of
cultural and artistic goods, whether
through training programs, direct
grants or consultations related to
cultural policies. The current expert
programme for the 2005 Convention
also includes four experts from three
Arab countries, namely Morocco,
Palestine and Egypt.

International cultural institutions,
especially European ones operating
in the Arab region, play an important
role in supporting cultural industries
through programs that offer direct
support for the production of works
of art in various fields, programs that
provide transportation for artists,
research or training programs, or

4 https://en.unesco.org/creativity/convention

5 https://ar.unesco.org/themes/
dieladlo-aslatl-oleluall
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artistic and cultural events such as
competitions, festivals and art exhi-
bitions. The most prominent of these
institutions are the British Council®,
the German Goethe-Institut’, the
French Institute®, and the Swiss Arts
Council (Pro Helvetia)®, in addition
to the programs launched by the
European Union (EU) and the Union
of European National Institutes of
Culture (EUNIC).'0

Some of these institutions also
address the broader perspective
regulating the cultural industries in
their most comprehensive sense.
They drive formulating policies that
support the sector, organizing its
administrative structures, training its
cadres, and encouraging networking
and coordination between the vari-
ous entities relevant to it, including
ministries, bodies, and institutions.

In Egypt, the British Council has been
adopting a number of programs on
the creative economy for more than
ten years, working with policymak-
ers, institutions and creators. In 2018
and 2019, a project funded by the
European Union was also carried

out on behalf of the EU National
Institutes of Culture with the aim of
raising awareness of the importance
of the creative economy for job cre-
ation and encouraging cooperation
between local actors in the creative
economy. Research has been carried
out to exchange information and ex-
periences, in addition to a planning
study on the work of those involved
in the Egyptian creative economy
and the European Union.

The British Council is also imple-
menting the Developing Inclusive
and Creative Economies (DICE)
programme to support and develop
creative and social enterprises in
partnership with the UK and five key
emerging economies around the

6 www.britishcouncil.org

7 www.goethe.de

8 www.institutfrancais.com
9 www.prohelvetia.org

10 www.eunicglobal.eu
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world, including Egypt. Partnerships
are fostered at the institutional, indi-
vidual and policy levels.

In 2018, the British Council and the
Goethe-Institut published a report
summarizing the results of a joint
research project. This research,
published under the title "Culture in
an Age of Uncertainty"", affirmed
that "the value of cultural relations in
societies in transition lies in providing
a better understanding of the impact
and value of cultural relations."

In the aftermath of the Arab revolu-
tions of 2011, European cultural cen-
tres played a major role in supporting
the cultural and creative industries

in Arab countries, as that period
witnessed a significant decline in
cinematic, musical and theatrical
productions. The publishing sector
was also greatly affected by political
tensions, the security situation,

rapid changes in the administrative
structures of cultural institutions,
administrative and financial chaos in
all state institutions—be they govern-
mental or private—and the public's
preoccupation with other political
priorities. Production of dramas also
declined, and production companies
ceased their activities, waiting for the
political and security situation to sta-
bilize. During that period, institutional
support programs and production
grants provided by European cul-
tural centres played an active role in
supporting the cultural and creative
sector, given it was one of the most
affected sectors.

The COVID-19 pandemic also
represented a true test for the
global cultural and creative indus-
tries sector in terms of the sector's
strength, organization and ability

to withstand the major depression
caused by the pandemic. The sector
has indeed been affected by this cri-
sis, from which no economic sector
in the world emerged unscathed.
According to the World Bank, most

1 https://www.goethe.de/resources/files/
pdf165/culture_in_an_age_of_uncertainty.pdf
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countries were faced with recession
in 2020, and the cost of the current
health crisis may reach more than

1 trillion US dollars for 2020 alone,
while the International Labour
Organization has predicted between
5 and 25 million lost jobs.

The cultural sector has been affected
worldwide, and UNESCO has de-
clared that we are facing a "cultural
emergency". Nevertheless, the ex-
tent of the damage has varied from
region to region and from country to
country depending on the sector's
strength in terms of possessing

tools that can protect the sector, its
institutions, and its actors, including
creators, artists and administrators.
These tools predominantly comprise
the system of policies and strategies
that organize the sector and provide
support and protection for the sector
and for its workers on the socio-eco-
nomic level.

The COVID-19 crisis has affected

the core activities of many cultural
organizations worldwide due to the
large-scale cancellation of scheduled
events, the temporary or permanent
cessation of activities, temporary

or permanent staff reductions, and
the cancellation of domestic and
international flights. Thus, the world's
cultural institutions have been finan-
cially damaged due to a significant
drop in income and reduced access
to the necessary funding.

In our Arab region, the creative in-
dustries sector has been significantly
affected. The crisis has shown the
urgent need to develop mechanisms
that would assess the economic
value of cultural industries and the
magnitude of their participation in
the national product of Arab coun-
tries. There is also a need to review
the management and governance
systems of cultural institutions,
especially civil society organizations,
given they were the most affected
due to the lack of funding and the
absence of financial sustainability
mechanisms. The crisis has also
shown the need to review the insur-

Crisis as a Permanent State

ance system necessary to protect
creators, artists, administrators, and
other actors in the sector.

At the international level, so far, there
have been no accurate statistics

on the magnitude of the economic
losses that the sector has suffered in
the wake of the COVID-19 crisis, but
there are indicators that there have
been massive losses in all sectors of
the cultural and creative industries,
especially in sectors that require
human gatherings such as the
cinema sector, the music sector, the
theatre and performing arts sector,
and the publishing sector, which was
also significantly affected due to the
suspension of local, regional and
international book fairs.

How did the world face the crisis to
address the socio-economic impact
of the pandemic and provide relief
and recovery for the creative and
cultural sectors? What about the na-
tional and NGO levels? What kind of
emergency responses were carried
out at the level of policies, decisions
and activities?

For its part, UNESCO stated in one
of its reports™ that the cinema and
film industry sector lost almost ten
million jobs during 2020. The report
added that a third of all art galleries
cut the number of their employees
in half, adding that should the lock-
down continue in the music sector,
the financial losses would amount to
10 billion US dollars. The report also
projected that the global publishing
market would shrink by 7.5%.

Accordingly, FAO has taken a pack-
age of measures to respond to the
pandemic, starting with an inter-
national monitoring and follow-up
process. The process aimed, among
other objectives, to assess the
impact of COVID-19 on the cultural
sector using a weekly publication
entitled "Culture and COVID-19:
Impact and Response Tracker".

12 https://www.almasryalyoum.com/news/
details/2195613
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The organization also held a global
dialogue attended by a number of
professionals and artists, as well as
more than 220 panel discussions
within the "Art Resilience" move-
ment in more than 75 countries. This
included a series of consultations
with ministers of culture, civil society
and the private sector. All of this data
contributed to the formation of a
frame of reference in drafting a guide
for decision makers.

In a study carried out by the
European Union, 759 policy
responses were observed in 54
countries around the world in re-
sponse to the COVID-19 crisis, as well
as a variety of initiatives launched by
international organizations and EU
institutions. The research highlighted
two general observations on the
responses and measures taken by
most countries around the world:

Firstly, the largest percentage
of these measures was related
to the economic sector

(82%), which most countries
considered to be the most
appropriate course of action to
contribute to saving the sector.

Secondly, direct financial
support represented the largest
percentage of emergency
measures taken by most
countries, whether through the
disbursement of grants (46%),
loans (3%) or cash transfers (4%).
A small percentage of these
measures focused on indirect
support in the form of tax
exemptions and measures.

Globally, initiatives varied at the
national level and at the level of
international partnerships. The
German Ministry of Foreign Affairs
and the Goethe-Institut estab-
lished the International Relief Fund
for Organizations in Culture and
Education, which aims to ensure the

13 https://ec.europa.eu/culture/news/
european-commission-publishes-
research-study-impact-covid-19-internation-
al-cultural-relations
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continuity of international cultural
cooperation by supporting cultural
organizations in partner countries.
In May 2020, the French Institute in
Morocco launched an exceptional
call for project funding to support
the Moroccan artistic and cultural
scene. The invitation provided direct
financial support from the French
embassy and technical support from
the branches of the French Institute
in Morocco for cultural associations
and working artists implementing
projects in urban areas.

There are also examples of projects
geared towards digital content, such
as the French American Museum
Exchange initiative, an emergency
grant designed to support muse-
ums in the USA, Canada and France
through the development of online
content. The Goethe-Institut also
launched Kulturama, a digital plat-
form that allows artists and cultural
organizations to broadcast their
events live on the internet, thereby
reaching the largest possible audi-
ence worldwide.

In Egypt, European cultural institu-
tions continued their programs to
support artists. The British Council
launched a program to support
artistic projects in various artistic
fields. The German Goethe-Institut
similarly continued to implement the
creative industries support program
launched by EUNIC. The Swiss Arts
Council (Pro Helvetia) also continued
to offer artistic residency programs
in Switzerland to Egyptian artists
from various fields.

There is no doubt that the pandemic
has led to an increase in awareness
of the economic and social impor-
tance of creative industries interna-
tionally, regionally and locally. It has
also contributed to concerted efforts
to develop emergency plans and
future plans to support and protect
this vital sector and to employ all
possible mechanisms to maximize its
post-crisis benefits.

As for the frameworks of Arab-
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European cooperation in the field of
culture and the arts, the recent crisis
has underscored the need to review
the objectives of regional and global
partnerships, especially with the
European Union and its various mem-
ber states. The aim is to ensure that
these partnerships guarantee the
provision of the needs and priorities
of the sector in the region and are
based on parity and equality of op-
portunities. They should also support
cultural rights and the decentraliza-
tion of cultural services, the freedom
of artistic creativity, the participation
of civil society and the informal
cultural sector, the improvement of
artists' conditions, and the facilitation
of their mobility and the movement
of cultural and creative goods.@

Marwa Helmy
UNESCO expert for the 2005
Convention for Protection and
Promotion of the Diversity of
Cultural Expressions (Egypt)
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Qussama Tabiti
Homo Carduelis:
Inside the Gilded Cage

by Aude Tournaye

Hanging on the wall, like a minia-
ture cityscape, are some 30 empty
birdcages, each with a speaker as
their sole occupant. While some are
elaborate and clad in gold or silver,
others are rusty and have been bat-
tered by the passage of time. From
their dense latticework, a rising choir
of chirps, trills, silences, and warbles
emanates. The song is that of the
goldfinch, Carduelis-Carduelis in
Latin or El Meknine in Algerian,
where it has become a treasured
companion. Buff and white with a
face dipped in vermilion and wings
lacquered in gold, the goldfinch
grew to be central to the iconog-
raphy of love and liberty. Yet, while
the finch may embody freedom, its
existence has become endangered
and rhythmed by its domestication.
This is where Tabti's installation
returns the metaphor to mankind:
while we sing of the finch's flight and
beauty, have we become entrapped
ourselves?

170

Once one notices that in fact, the
speakers inhabiting the cages are
not resounding the bird's song but
that of humans imitating them,

this becomes all the more evident.
Similarly, the work's title Homo
Carduelis underscores this. As such,
the installation functions as an overall
portrait of the willed mindlessness
of the masses, of the ever-present
disillusion of a life circumscribed by
the iron cage of rationalization and
self-indoctrination. In Tabti's work,
whether there is a place one belongs
or whether one's home is where one
lives is immaterial: the longing is
there—it infiltrates every installation,
video, document, and work on paper
as a sometimes subtle, sometimes
glaring inconsistency in otherwise
banal and workaday objects and
situations. In earlier works such as
Sweet Home (2019) or Parlophones
(2021), the home is contained, im-
posed, or denied by society. In Homo
Carduelis, however, it is self-inflicted
and thus more universal. By varying
the scale, number, and materiality

of the cages, and discovering, in
their symbolic content, their inner
violence, danger, and loss, Tabti
orchestrates a mirror image of a so-
ciety in which both the rich and poor
have entrapped themselves.

Homo Carduelis: Inside the
Gilded Cage is on view at Bozar
from 18 November 2022 until 29
January 2023.

Born in Algeria in 1988, Oussama
Tabti is a visual artist, lives and works
in Brussels. His work questions
hermetic geopolitics, consisting of
impassable frontiers and cultures
that fold up on themselves. In his
own way he denounces the difficulty
of moving in a world that is indeed
globalized yet also suspicious,
frightened by the 'stranger' and by
differences.
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Lessons for the Future

Expressed and put forward
by participants in the Halagat
expert roundtables.

Collected by Dounya Hallaq,

Maud Qamar, Tomas Van Respaille.

Edited by Sana Ouchtati.
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Address fairness in

cultural collaboration

by deconstructing and
questioning cultural relations.

Promote long term sustainable

relations and a more balanced
approach in cultural relations.

175 sl ddladl wldsll 123



Lessons for the Future

Address EU-LAS (League of
Arab States) cultural relations
and imbalances through
concrete projects and a

more horizontal approach.

Dissociate cultural work from
the diplomatic umbrella to
avoid the pitfalls of having

to use culture as a tool for
influence, distinguishing
‘cultural diplomacy’ from
‘international cultural
relations’.

176 Fair Cultural Relations [ od of



Model and develop
programmes based on the
needs from the region and
not based on topics decided
at EU political level.

Give preference to thematic
rather than geographical
focuses or programmes.

Maintain and promote a
space for critical thinking
wherein different narratives
are displayed and alternatives
are offered to partners.
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Lessons for the Future

Decolonize the cultural
institutions (including

the national cultural
institutes) and provide more
transparency on their work
in the Arab world (budget,
priorities, the influence of
local communities, etc.)

178 Fair Cultural Relations [ o]



Unfold neo-colonial
frameworks: islamophobia,
BDS censorship,
greenwashing, etc. and

put greater focus on the
creation and structuring

of the sector rather than

on political agendas.

179 sl ddladl wldsll
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Promote the integration of
cultural goods and artists’
work into the European
markets based on article

16 of the UNESCO 2005
Convention on the Protection
and Promotion of the Diversity
of Cultural Expressions
thereby promoting equity
rather than equality.

Fair Cultural Relations



Give visibility to the creation(s)

from the Arab world within
EU institutions and within the
region itself. (For example,
through EUNIC members in
the region and the embassies

of Member States).

Acknowledge the importance
of a structured dialogue
between states (governments)
and cultural operators.

RESOURCES

EUNIC - European Union National

Institutes for Culture commissioned a

toolkit for fair collaborations:

"Fair Culture" is an initiative by
the German National Commission
for UNESCO:

181

"Beyond Curiosity and Desire:
rations in the Arts" (2018) is a toolkit

written by IETM in collaboration with
DutchCulture and On The Move:

sl ddladl wldsll
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https://eunic.eu/fair-collaboration
https://www.unesco.de/en/culture-and-nature/cultural-diversity/cultural-diversity-worldwide/fair-culture%255d
https://www.ietm.org/en/node/9051
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T@¥sday 7th of July. Sanaa visiting
hra’s new home. Alexandra is
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Ana w yek portrays the intricate Moroccan with her Belgian idgyi‘ty.

relationship between the filmmaker her life according tolslam, The construction of Sanaa’s new
and her twin sister Sanaa. After captures, with her.ca Sanaa’s apartment seems to announce the
twenty-seven years of living tom rituals and- rontations end of their twinhood, as they have
Sanaa and Zohra move out of their throughout_dail?!ﬁs. With known it. Vi~
apartment in Brussels. Whilst Sanaa Sanaa’s choice fprifaith, Zohra finds /
is in the midst of the renovation of hersmping to rgeoncile her / _ ]
.
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Shiran Ben Abderrazak

The

Myth of
Institu-
tionalised
Fairness

by Shiran Ben
Abderrazak

Ubi fracassorium,
ibi fuggitorium —
where there is a
catastrophe, there
is a breakaway.

Giorgio Agamben, Polichinelle or
Entertainment for Kids in Four Scenes, 2017

The Mediterranean Sea: an ultra-mil-
itarised border/graveyard; access to
European territory: an obstacle course
that even the privileged are beginning
to endure; the European Union: in-
creasingly contested by various popu-
list and demagogic currents; as for the
federating myth that would allow us
to grasp the extreme diversity of the
contexts and realities of the territories
of the 'other shore' under acommon
name, even the most idealistic no
longer venture to do so. Our era is one
of fragmentation, closure and division.
Some might think that fortunately we
still have culture to heal our wounds...
and if it is true that this sector of
activity has the potential to change
the perceptions of consciousness and
thus to be able to change the world,

it remains dependent on the material
constraints that are necessary for the
making of its productions.
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Thus, if we wish to see the emer-
gence of common cultural produc-
tions that are the fruit of cooperation
between cultural operators (insti-
tutions, organisations, artists, etc.)
from these geographical areas sepa-
rated by economic and geopolitical
contexts that have been seized upon
and played out by malevolent and
opportunistic ideologues on all sides,
and if we hope that these artistic and
cultural productions will alter the
perception of audiences on these
artificial barriers, thereby giving the
possibility for positive change in the
relations between our populations
and territories, then it is imperative
to consider that such cooperation
be based on equitable and balanced
relations. This means that the actors
in these forms of cooperation and
collaboration have access to the
same resources, share the same vi-
sion and interests in relation to these
collaborations and have the same
level of commitment and responsibil-
ity for carrying them out.

But, if we start to question this
concept of equitable and balanced
cultural cooperation in depth, then
many questions arise. We will try to
dialectically oppose them to make

it easier to present them and to
identify the ways out that might allow
us to rationally escape the disaster.
The starting point will be pragmat-
ic: let us start from the problems

on the ground which—in concrete
terms and on a daily basis—limit the
possibilities of equitable cultural
cooperation between European
operators and the operators of these
other worlds for which a single label
is not obvious. Let us confront them
with what determines and conditions
them: politics, international relations,
the post-colonial. Finally, let us go
beyond this state of affairs and try to
sketch and envision pragmatic per-
spectives to break the deadlock.

So let us talk about the means of
cultural operators, from whom we
expect the implementation of these
equitable and balanced cultural
relations that we would like to see

Fair Cultural Relations

change things. On the European
side, both national and community
cultural policies are subject to the
same economic tensions as the rest
of public policies: austerity and the
reduction of subsidy mechanisms to
the bone, with the intention to prior-
itise the creation of economic value
(without necessarily helping to ac-
quire the skills necessary to achieve
this intention). So, it is certain that,
as seen from territories where the
very term "cultural policy" is science
fiction, these means seem and
remain formidable, yet the reality on
the ground is quite different from the
point of view of the operators who
are more and more numerous, albeit
with increasingly limited means and
greater competition. As far as the
cultural operators of the southern
Mediterranean countries are con-
cerned, over the last twenty years,
the states have only truly considered
culture as a threat to authority that
must be kept under the watchful eye
and thumb of censorship and/or as
a tool for marketing tourism through
folklorisation. Without cultural
policies or subsidy mechanisms,
and without the recognition and
valorisation of the creative economy
and cultural operators as economic
agents, they have almost no means
from the local level. As it stands, it is
thus clear that the gap in the material
conditions available to operators pre-
vents the establishment of equitable
cultural cooperation, even if only in
terms of resources.

But what is it, then, despite this
observation and state of affairs, that
allows cultural cooperation to be
carried out or not? Well, to answer
this question, we must look at things
from the point of view of coopera-
tion, development and international
relations, given the bulk of cultural
cooperation is almost exclusively in
these three modes of intervention in
the framework of international policy.
The majority of cultural coopera-
tion projects between European
countries and the countries of the
southern Mediterranean are only
implemented and financed by the

Ire



cultural diplomacy institutions

of the various EU Member States
and/or, since the establishment of
Mogherini's global EU strategy, by
their unification under the EUNIC
banner and under the aegis of the
European Union delegations. This
means that the funding that allows
the development of these cultural
cooperation projects between cultur-
al operators is funding that aims to
establish and achieve diplomatic and
political objectives, and not cultural
or artistic ones.

This opens up a number of questions
relating to the choice of European
cultural operators who are invited

to participate in these projects and
also questions relating to the cultural
and structuring issues of the sectors,
operators and cultural policies of

the countries around the southern
Mediterranean. The vast majority

of these programmes and projects
position themselves as arbiters of the
structuration in the countries where
they are invited and end up giving
the impression that the operators of
these countries would have a say in
what is done with this funding. On the
one hand, this totally obscures the
neo-colonialism that has been hidden
behind and underlies these proce-
dures and intervention mechanisms
while, on the other hand, it induces
many of these operators from these
countries to forget that the European
Union and its institutions have
absolutely no obligation towards

the citizens of third countries, and
that the issue of post-colonial debt
must first and foremost be settled
internally in the countries from which
these operators come, and, possibly,
on European territory by raising the
awareness of European citizens.
Before trying to influence institutions
of which they are not nationals, it is
necessary to have a say in one's own
institutions and state. This demon-
strates that the mechanism by which
cultural cooperation is currently
implemented between these territo-
ries is deeply flawed and corrupted.
How then can we expect fairness and
equity to emerge in and from them?
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Thus, it is essential to conceive of
ways to enable the development

of truly equitable and balanced
cultural cooperation. If we go

to the heart of the situation, the
fundamental reason that prevents
cooperative projects from being
equitable and balanced stems from
the relationships of dependence in
which the operators of the south-
ern Mediterranean countries are
entangled; specifically, not only
financial dependence in the first
place, but also the dependence

for meeting potential partners.
Therefore, it is firstly a question of
not being financially dependent,
although to achieve this goal there
are not hundreds of possibilities. It
is rather a question of acceding to
develop commercial and marketing
skills that allow them to play the
"game" of the creative economy and
to economically valorise part of their
cultural and artistic activities. It is
certain that this option is intellectu-
ally demanding for a large number
of artists and cultural operators, but,
given the context of the territories
in which they operate, there are not
hundreds of solutions. Secondly,

it is a question of them no longer
being dependent on the networks of
cultural diplomacy to find partners
with whom to develop cooperative
projects. This means being more
proactive and learning to build net-
works. Finally, it is also necessary to
master the techniques of advocacy
and negotiation with authorities and
the administration to be able to start
influencing their territories and no
longer be considered by their states
as agents of foreign policies (rightly
and unintentionally, all too often).
To sum up, as long as we are not
capable of constituting ourselves

as a credible force of proposal on
our territories, there will be no real
internal structuring nor, de facto,
any possibility for equitable and bal-
anced cultural cooperative projects.
In conclusion, it is certain that the
picture being painted is rather dark.
However, it reflects a major aspect
of the reality of cultural coopera-
tion that is regularly obscured for
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a variety of reasons related to the
malfunctioning of international coop-
eration mechanisms. For those who
doubt, | will ask a simple question:

if what is described here is exag-
gerated, why, after more than thirty
years of North Shore-South Shore
cultural cooperation and hundreds
of millions of Euros having been
invested, are we still asking ourselves
these questions? It is high time we
look at what we are really doing and
to stop hiding from the truth: either
we agree that this is just another
occupation and stop with the prop-
aganda that culture will change the
world, or we must resign ourselves to
changing our methods and means of
intervention.@®

Shiran Ben Abderrazak

Former Executive Director,
Rambourg Foundation (Tunisia)
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Natalia Jordanova

Media Arts Residency

Natalia Jordanova's
Reunion of Broken Parts

Natalia Jordanova defines herself as a non-medium-
specific artist, which allows her to move freely
between forms and mediums. This approach allows
her to get closer to the subjects of her interest, to
establish multiple relations within an installation
and to explore their potential to create reality.

Within the research leading to her two-week residency at
iMAL, she has been broadly ‘digging’, as she prefers to call
her research process, the historical and fictional narra-
tives about the cultural exchanges between Europe and
the Arab world. She developed a project called Reunion
of Broken Parts, the title of which takes its name from
al-jabr, the Arabic term for algebra. Language as a form of
vocalisation runs through all the pieces she was simulta-
neously making-a sculpture as a semantic object, a letter
to the 13-year-old Denis Villeneuve, and a sound piece in
collaboration with visual artist and musician Yara Said,
also known as Noise Diva. In this process, Natalia devel-
ops something she calls a cinematic situation. She works
with the idea of a deconstructed film, from speculative
props to a score and the narrative device of compressed
time. She studies the territory of the book Dune and later
its cinematic adaptation as a fictionalised space of rela-
tion between cultures and creatures.

In her work, she aims to visualise what we do not see, son-
ifying what does not exist yet and addressing someone in
the past to think about how the stories we tell today will
determine our future. As part of an ever-developing quest
for possible worlds, Natalia's artistic practice is a subjec-
tive synthesis and material proposition of what defines the
present moment. She builds context-aware installations
through her interdisciplinary approach and deployment
of various practices. They translate materialities and study
the sculptural possibilities in the exchangeability of the
two- and three-dimensional. Her work engages with the
shift between digital and physical, and weaves together
narratives of past accumulations and future speculations.

Natalia Jordanova participated in
the Halagat media arts residency
atiMAL in March 2022.
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or applied for the two pre! sessions as well as newly selected
ones. The task of guiding these great talents during their residency is
entrusted to Amir ElSaffar. The American composer, trumpeter, santur
player, and singer of Iraqi origin is touted as an artist "perfectly posi-
tioned to bridge the gap between jazz and Arabic music" (The Wire) and
‘as "one of the most pjbmising figures in jazz toglay" (Chicago Tribune)

Ilvana Djukic
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Halagat Impro Orchestra feat. Amir ElSaffar

mentor Am i Y E I Saffa I (New York/Chicago/Baghdad) trumpet
E Iyse Ta bet (Beirut) @]ectronics
Victoria Kirilova

DOd OV @ sofia/vienna) hags
Eirini Zogali cwwreersempozouki, oud
Roxa nna AI bayati (tondon/iran) callo, ghaychak
Ameen Mokdad smmsmayiolin
KhOIO“d Adal Saleh (Cairo) yocal
Ghaeth Almaghoot s:mvroem giarinet
Sinan Arat creroem ney
J on Se nsm eie ¥ (stuttgart/Copenhagen) saxophon
Yamen Martini «esoeses trumpet
Si mon Le I U X @russets) percussions
H am d i .’ ammou Si (Tunis) percussions

14 December'22
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Halagat Impro Orchestra Music Residency
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Sonja Hegasy and Jowe Harfouche

At the second Halaqgat expert
roundtable held in December
2021, 27 experts from Europe
and the Arab world met online

to discuss the future of cultur-

al relations between the two
regions. Five main topics were
discussed over the course of two
days of intense debates, including
the question of how to build fair
cultural relations.

Ahead of the third and final round-
table held in May 2022, we met with
Jowe Harfouche and Sonja Hegasy to
discuss this topic in further detail.

Double
Interview with
Sonja Hegasy
and Jowe
Harfouche

by Dounya Hallag

In the last session of the Expert’
roundtable, "Fair cultural rela-
tions" were defined as a process
based on co-curation, co-work-
ing, and co-construction. What,
in your opinion, constitutes an
obstacle to this co-construction?
What is a source of the imbalance
in cultural policy tools?

Jowe Harfouche | would like to start
by painting a larger picture. We are
talking about two very different enti-
ties (the EU and the Arabic-speaking
region) and | don't think that in the
current situation, we can talk about
equal or fair cultural relations. There
are two official levels here: the
channels of governments, and the
channels of national institutes who
are tasked with cultural diplomacy.

Both can prove to be problematic.
In most Arab countries, there is no
active, clear constructive cultural

policy. In this absence, the interna-
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tional organizations and national
institutes come to fill a void. | don’t
think that Arab countries lack the
ability to manage their cultural
affairs, but the way the current sit-
uation stands is that this intentional
governmental void reinforces a style
of informal, unofficial policy making
in the realm of culture. This policy-
making is hegemonic and with a top-
down approach, starting with these
international organizations. Since the
money is flowing in one direction, it
gives tremendous power to whoever
is funding in shaping these policies.
Therefore, there is a dimension of
policy making that is informal instead
of official by virtue of the power of
capital. This system is also reinforced
and reproduced by international
donors, major institutions and
government agencies. To me, this
whole system shapes cultural policy
rather than one that is dictated by
the state or regulated by an elected
government.

This further seeps into cultural work
in all its facets: it is in the mech-
anisms through which grants are
disbursed, the way juries get to de-
cide what is and isn't worth funding,
which projects receive visibility, in
the gatekeeping, in the financializa-
tion of the arts and culture sector,
etc. In this respect, | don’t think the
Arab institutions get to prioritize and
reflect on their own "how" and "why."
The artists also don’t have much
opportunity and channels to speak
up against this since they don’t really
have a possibility to be included

in conversations on how and why
cultural policy tools are the way they
are.

SonjaHegasy | fully agree. | have un-
derstood that the idea of co-working,
co-constructing, maybe co-curating
is regarded as a way out of fair cul-
tural relations and | don't think it has
worked very well in the past. We are
currently starting to reconsider how
this discrepancy can be overcome. In
cultural cooperation, funding plays a
major role. Funding is not only about
money, it also has to do with power.

Fair Cultural Relations

It is also about marginalization:

if you are an Arab artist who only
speaks Arabic, you often won't be
included in the collaboration. There
are huge parts of Arabic society that
are not represented, not part of this
exchange, and not able to repre-
sent their own thoughts, ideas or
creativity.

Of course, we now have more artists
from the MENA region who are
sometimes exhibited there, and a
pluralisation of voices in the cultural
field over the past twenty years. New
values have emerged that give space
for expressions, but we should also
question the role of "gatekeeper"
positions such as curators. Except for
film festivals and art exhibitions, do
we have many famous Arab curators?
| suppose that the Gulf region has its
own curators, but | also see German
and other European curators going
to places like Abu Dhabi and Cairo
to curate the exhibitions there. At
the end of the day, curators are the
central figures of the art market. They
decide what gets into museums and
what gets to be seen.

How do we achieve equitable
cultural relations, after what we have
all tried out over the last forty years?
At the moment, | would say that
listening is one of the most important
requirements to getting to a fairer
level. Listening, hearing, trying to
understand what the other side is
saying and where they are coming
from. That is really missing.

Could other actors play the
role of intermediaries between
Europe and the Arab world,

for instance, institutions co-
founded by states from both
regions, such as the Institut du
Monde Arabe in Paris or Darna
in Brussels (the official cultural
centre for Flemish-Moroccan
collaboration supported by the
Flanders Ministry of Culture and
the Moroccan Ministry of the
Diaspora Living Abroad)?

S.H. Sure. The engagement of some
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Mediterranean states is very impor-
tant. It is definitely a requirement or
a step to be welcomed if Arab states
were to inject more money into the

again. I've been in the field for 30
years and for 25 years | definitely
wasn’t able to bring this topic up
because it was regarded as a simplis-
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cultural centres’ programming can
be seen purely as lip service, and
complex issues can be rendered into
virtue signaling and be a checked
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ecosystem.

On the Arab governmental side,
there is a lack of taking over respon-
sibility in the frame of what is pos-
sible. It is clear that they don’t have
major funds, but if they want more
ownership and less dependency, it is
also partly connected to being able
to support projects financially to a
certain extent.

J.H. If we want any partnership to

be fair, we need to ask the ques-

tion of historical context and to
centre decolonial frameworks first
and foremost. This is the first step,
before even discussing whether it is
fair or not. The colonial past and its
present-day ramifications is this huge

tic excuse for what is going wrong

in Asia or Africa. Colonialism was
regarded as something that ended

"a very long time ago" and that had
already been overcome. When one
pointed to consequences of coloni-
alism on the ground, people would
be regarded as renegades and as not
taking accountability for what had
been going wrong in the second half
of the 20th century, i.e. in post-co-
lonial times. Mentioning the effects
of colonialism was seen as always
blaming external forces. This was the
stereotypical mainstream discourse.
And now we find ourselves again
with the debate of colonialism enter-
ing into wider discourse in Germany,
in France, the UK, especially with the

box in a strategic plan. If decoloniali-
ty is a narrative or thematic subject, it
can also be co-opted and monetized.

On the positive side: the conversa-
tion is less taboo in public arenas. We
couldn’t raise this topic in a European
institution a few years ago. There is
something to be said on the postco-
lonial moment of independence of
Arab states, when very overt colonial
policy and cultural practices went
through a rebranding into cultural di-
plomacy; when a "civil society" start-
ed taking shape, tasked partially with
the role of neutralizers of violence
(read anti-colonial violence). This is

a very simplistic way of depicting
history, I'm aware, but | am just trying
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elephant in the room where EU-Arab
cultural relations are discussed. It still
affects us, especially when it comes
to culture. Culture is not a sector or a
discipline per se. Culture is also iden-
tity and knowledge-production and
transmission. Putting two cultures in
dialogue cannot be epidermal only.
It is by definition a very deep, radical
conversation.

| am not sure to what extent these
intermediary organizations are
immune to the aforementioned
issues of governance. | think most

of their funding is still tied to monies
conditioned by these power dy-
namics, and therefore a rich dose of
introspection and self-critique would

question of restitution. In Germany,
for example, there was (and is) a
huge controversy surrounding

the Humboldt Forum. Individuals,
NGOs, groups like Anti-Humboldt or
Bénédicte Savoy who left the board,
have been critical and have, in a way,
put colonialism on the agenda again.
All this kind of criticism brought to
the attention of the wider German
public that actually, colonialism

is not that long ago and is deeply
entrenched. People are forced to
recognise it today. We can go from
this transformation to the question of
what could be de-colonial practices.

Does the conversation on
decolonialism have animpacton

to contextualize the conditions in
which our arts and cultural institu-
tions came to be.

It is really time to dive into this
conversation again and to use this
positivity in order to shake off some
roles that we are playing without
having chosen to play, that we might
reproduce without knowing.

S.H. | like to look to the language
question because it’s so difficult

to summarize the problem that
these countries face today. If you
are a Berber child born in Morocco,
Amazigh is your mother tongue.
Then in school you learn the
Moroccan dialect, in high school,

be essential for them to fully embody
their role and fulfil their organization-
al missions.

S.H. It is in a way very surprising that
we are talking about colonialism
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the reality of these relations?

J.H. It already has a major im-

pact, both positive and negative.
Regarding the negative impact, the
inclusion of this conversation in
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modern standard Arabic and French.
Most of the universities teach fully in
French. French as a mother tongue
is needed on this level. At this point,
you already have four languages
that you have to navigate. | am not in
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favour of saying we should abandon
French education or Arabic. But
there is no awareness here of what

a child already goes through on that
level. You can transpose this example
to many other cultural fields. The

lack of awareness in Europe of the
situation on the ground (in so many
fields: academia, philosophy, etc.) is
still very shocking to me.

Cultural actors often deplore the
lack of diversity in the cultural
field as our societies become
increasingly diverse. What role
could members of the diaspora or
of Arab descent play in the cultural
relations?

S.H. They have a positive impact, we
can see it for instance in the Halagat
round or in the Goethe-Institut. But

it does not automatically say that
people abandon their deep-seated
colonial gaze. | had a very bad expe-
rience a few years ago when | wrote
an article on Palestine for a German
decolonial cultural magazine that
was supposed to be illustrated. |
needed images of "urban Palestinian
society in the 1940’s" and | received
images of Polish immigrants to Israel.
Then | received pictures of colonial
British soldiers, then Israeli soldiers
yelling at old Palestinian farmers,

etc. It took around five rounds of ex-
changes concerning the images until
the photo editor finally understood,
and that was quite awkward in a
context that had taken up the banner
of being decolonial.

Furthermore, diversification is of
course a process, and it is happening
now in the media. You can pinpoint
the cases where the major German
newspapers have failed to cover
certain topics because they didn’t
have the sensitivity concerning
what a certain event entailed. For
example, the German media didn’t
understand the relevance of the
murder of Marwa el-Sherbini, an
Egyptian pharmacist, in Dresden in
2009 because they didn’t have any-
one on the editing team that had the
sensibility to understand what was
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in fact going on. A long article was
subsequently written by journalists
from inside, displaying a certain level
of self-criticism on why they missed
out on this topic.

J.H. We really need to be mindful of
the trappings of the identity politics
when we are talking about diversity.
Conversations around diversity can
easily be limited to questions of rep-
resentation while there is a great deal
beyond representation. Another trap
is tokenisation. A radical conversa-
tion would be much deeper than this
simple matrix that we take on when
we talk about inclusion.

What questions should be
addressed to the European
institutions?

J.H. On the topic of cultural diploma-
cy, | can think of certain questions
that would be worth asking European
cultural policymakers. Why is cultural
work and cultural support to the Arab
world part of the European delega-
tions for example? Why is it chan-
nelled under this diplomatic umbrella
of foreign affairs and security policy?

Can we imagine cultural relations
outside of this framework, outside of
it being used as a tool for influence
and hegemony? Given the historical
context of the relations between the
two regions, these entangled admin-
istrative hierarchies make it much
easier to infringe upon cultural work.
Who does cultural diplomacy serve?

| wonder what kind of conversations
on decolonial efforts, if any, are being
had inside EU institutions and within
policymakers and lobbyist circles
that shape those grants and cultural
support trickling down the ladder.

S.H. | wonder how far the debates
on decolonization have reached the
policy level already? It has reached
academia and NGOs, but | have not
seen anything yet that demonstrates
that this is also vibrant in diplomatic
circles.®

Fair Cultural Relations
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The first Halagat Impro Sessionat| rin A
December 2022 was the culminationofaninte
exchangebetween 5 musicians who met for the
firs ejust five days earlier. They were selected
foll n call to bring together m
fron he Arab world who a
and sic. In the days bef
withthe of Christophe Alber
been im g, experimenting, a
ideas at! aats Walter, the ultin
experime nd avant-garde mu
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4th Stream — Halagat Impro Session

Soet

Ke m pe NEEY e double-bass, electronics
Mattias

De c Yraene crelectronics, saxophone
Mohamed Amine

Dhou i bi (Tunis) @]@ctronics, guitar
Ya ra Asm ark e metallophone

E Iyse Ta bet (Beir) hass, electronics
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Halaqgat Impro Session

Beyond
the Scene

An interview with
Christophe Albertijn,
by Dounya Hallaqg

How did the meeting with the
artists go?

Christophe Albertijn From the first
day, everyone was very open and
ready to share. They were generous
and relaxed, especially on a human
level. They treated me like | was

one of them. It was interesting, for
example, to talk with musicians from
the Arab world, because we have a
lot of things in common, and it really
helps to talk about music, even if we
realised it was not obvious and | had
made certain presumptions that were
incorrect.

It was very intense when we started
working—I immediately started record-
ing everything so that | could listen

to it again. There was a lot to rework,
especially in terms of sound, and there
were many differences in the approach
too. Some musicians wanted more
structure, others more freedom. Some
of them even worked on electronics,
which is different than improvising with
traditional instruments.

It was all very rich! We played a lot,
recorded, listened to recordings, dis-
cussed, and started again. It wasn't
always easy, but everyone was open
and generous, so we were working in
a nice atmosphere.

Were there any particular
difficulties, due to the fact
that they come from different
backgrounds, for example?

C.A. We immediately spoke a very
similar language. | talked a lot about
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techno music with Elyse, experimen-
tal music with Yara, and jazz with
Amine. Likewise, Mattias or Soet also
have a wide range of (global) influ-
ences, which seems obvious in the
field of jazz and electronic music.

When it comes to improvisation, the
difficulty is more on a musical level—
there are a thousand ways to impro-
vise. Some are coming more from

a jazz tradition, others work in an
experimental manner more on sound
and less on musical structures. The
approaches are different and really
personal. Therefore, we also talked
about strategies to structure certain
parts so that we didn't present just
45 minutes of jamming on the stage.

Did you record everything?

C.A. Yes. We recorded and listened
to everything right away. Every day in
the afternoon, we had a long 40-min-
ute set, which we listened to the next
day. We were always very surprised
to see how it was different from what
we had imagined.

When | listened to some recordings
after the residence, | was surprised to
see that it was still something new! @

Christophe Albertijn has had a
lifelong interest in music and sound
recording. His passion led him

to his work as a sound engineer

from the late 1990s until today. In
this capacity, he has worked with
everything from large-scale classical
music productions to engineering
and mixing mainstream pop records
to teaching film sound production
and recording, technical production,
to mixing and mastering for a large
variety of projects. He has worked for
dancers, filmmakers and visual artists
on sound design, post production,
and creating and performing original
music. In 2020, the label HUIS was
created to document musicians and
architecture.
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Halagat Impro Session Music Residency

Samir Amezian

ool olals" oLl — 4% Stream gyl L

g S W g3l Glas] (Wesen) J'wu.OuS oW
O9amSlw (Axig A Wi (<) Cpd )S Gé uuulul.c
sz euig ASI] i (ws»é\lg.\" u-\.al M

Ogdglline (o) J.cwul | Jb
o) et oty o S U |

206 Fair Cultural Relations (B o



>loade \
5 8738 dufifeuilse '
> Jud Ja31 60l \ \
) (Op Call) l i W

hJ




represented
through its

gy

=5
Fair.CulturakRelations
-‘S'v

A

s e S

Cinema

1

Caroline Lessire



6)90 B xS

sl AL

Tlainwdl Ogae 9

For the past ten years, Arab cinema has

onlisdl dalal aaldl cLac

been making its mark all over the world, soLall yolonw
. . . .. "af LaS” L8bgll edall dyrall dzpdl |
in the biggest festivals and on television. “ iy il dabld
. . . "8 lapw Gwl8" ylopgo B0
What are its major developments since i &
. Jr |
the Arab Spring? What are the themes and " oSalol yoxdl” @) Sl 2507 |
. . ool ou LS
concerns of filmmakers? What is the future orndls aabyyamse ||
. . . . L] o
of Arab cinema in artistic and economic "Des Histoires Et Des Hommes"

terms, and its relationship with Europe?

Selected Panelists

Samaher Alqadi

Egyptian Director of the
documentary As | Want
Fatma Cherif

Director of the Gabes Cinema
Fen Festival in Tunisia

ly Dagher

Lebanese Director of

The Sea Ahead

eda Benjelloun

Director of the documentary
series "Des Histoires Et Des
Hommes" on the Moroccan
channel 2M (via Zoom)

Panel discussion held at Bozar,
7 December ‘21, moderated by
Karima Saidi

| Director, Editor and Film Teacher
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Lydia Chatziiakovou
& Christos Savvidis

East-
West-
North-
South

by Lydia
Chatziiakovou &
Christos Savvidis

Back in 2010-20™M1, we conceived

and organised Roaming Images, a
traveling project involving collabora-
tions and events in seven cities around
the Middle East and the Eastern
Mediterranean, passing through
Muscat, Sharjah, Nicosia, Damascus,
Beirut, Jaffa, Alexandria, and ending
up in Thessaloniki, with a large-scale
exhibition in two parts—one inves-
tigating the complex relationships
between the East and West curated
by lara Boubnova, and one presenting
snapshots of the arts scene in the
region curated by Sotirios Bahtsetzis.
Shortly after the opening of the exhi-
bition, one of the board members of
the organising museum approached
us and asked "Why did no Arabs come
to the opening?". We looked at her
perplexed. "What do you mean?" we
asked, "A lot of our partners from the
Middle East were there." "But..." she
continued "...I didn’'t see anyone in
thobes!" (the ankle-length, gown-like
garment worn by men of the Arabian
Peninsula). This short, quite unfortu-
nate and rather ridiculous interaction
seems to encapsulate the West's
stereotypical perception of the East. It
is ironically enhanced by the fact that
our project’s curatorial premise was an
investigation of images not as copies
or reflections of a set, homogenising,
euro-centric modernist reality, but
rather as visual dispositivs, as prime
ways of world-making.
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East-West-North-South

Also contributing to the irony was
the fact that Greece, a country
located between East and West,
has traditionally boasted of having

a good relationship with the Arab
World—at least in the context of its
foreign policy. However, this good
relationship is not based on a deep
understanding, open-mindedness
and reflection on the country’s own
position; rather, it is rooted in deep
historical reasons, reasons that have
shaped Greek identity and policy to
look towards the West—regarded as
being rational, innovative, scientifi-
cally and culturally advanced—con-
sequently turning their back to the
East—in contrast defined as crude,
close-minded and underdeveloped.

Ever since the Greek Revolution
against the Ottoman Empire, Greeks
have been looking towards the West
for political support and cultural in-
fluences. At the same time, the West
started looking towards Greece as
the symbolically charged birthplace
of one of the first nation states that
emerged during the European na-
tional revolutions of the 19 century.
The myth of ancient Greece as the
"cradle of the European civilisation"”,
one which was shaped during the
Enlightenment, presented an ideal
justification for supporting the peo-
ple regarded as descendants of the
ancient Greeks to rebel against the
"uncivilised Ottomans", marking the
start of the collapse of the Ottoman
Empire. It also made it possible for
the Greeks—whose social organisa-
tion until then was fragmented

and scattered—to unite around the
notion of a national identity that
shielded their will to fight for inde-
pendence. Surely, the historical and
political circumstances that led to
the emergence of the modern Greek
state are numerous, multifaceted,
and connected to the global circum-
stances of the era, however they are
not the subject of this text. What is
interesting to note though is that
those circumstances forged not only
the Greek state, but also the modern
Greek psyche, leading the Greeks

to turn their back to the East and

Fair Cultural Relations

their gaze to the West, to cultivate
their cultural influences from Europe
and to break their cultural affinities
with their Eastbound neighbours.
Two hundred years later, the Greek
identity still carries many of those key
elements that were shaped during
the reshuffling of powers throughout
the 19t century. Much in the same
way, Western colonialist practices
have forged the myth of the civilised
West against the barbaric East.

In "Notre mal vient de plus loin" (2016,
Fayard editions), French philosopher
Alain Badiou analyses the psychoan-
alytical dimension at the heart of this
tension between East and West. The
impossibility of the single, hegemon-
ic narrative of the West traps the East
in that forever unattainable dream

on the West'’s part that only leads to
disappointment and resentment. At
the same time, the West systematical-
ly colonises and deregulates the East,
creating one conflict after another,
thus allowing the West to extract all
the East’s resources, to which it owes
a large part of its wealth and stability.
In another, more humorous interpre-
tation, South African comedian and
political commentator Trevor Noah
describes the absurdity of colonial-
ism: while the "civilised" colonisers
impose their own culture on another
country—that until then of course
had its own culture, the devastation
of which creates a huge identity crisis
and leaves a void in search of a new
identity— how do they expect the
people of that country not to wish

to also become "civilised", not to
wish to identify with those in power,
not to wish to become their colon-
isers? Then, why do the colonisers
complain when the colonised want to
become them, when the colonisers
have already imposed their way as
the only way?

Around the time of the Roaming
Images exhibition, the events of the
Arab Spring filled the world-wide
media with news, historical interpre-
tations and insights into the situation,
and therefore created momentum
for learning and gaining a better
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understanding of the past and pres-
ent of the entire region. However, it
now seems as if the opportunity was
somewhat wasted, since more than
10 years later the hegemonic gaze
still is the Western gaze and it defines
not only how the West views the
East—and the South for that matter—
but also how the East views itself. The
work titled "Orientalism" (2010) by
Iranian artist Leila Pazooki, displayed
in the Roaming Images exhibition cu-
rated by lara Boubnova, sums up the
complexity of the situation. This term
made famous by Edward Said in his
book that became one of the starting
points for post-colonial studies, is
written out in blue neon lights in Farsi,
albeit in reverse order—from left to
right, mimicking the Western spelling.
A heavily stereotypical word evoking
one-sided, superficial, exoticising
images of the East, becomes a non-
sensical advertising message with a
humorous twist.

Trapped in this impossible power
game with all of its political, financial,
cultural, and even psychoanalytical
repercussions, we now have a new
opportunity to subvert the situation.
Rapid technological advancements,
sped up and popularised immensely
due to the pandemic crisis, are mak-
ing our world more digital and more
global at the same time (UBS Report,
2020), giving us the possibility to
subvert this centre-periphery divi-
sion and envision a centre-less world.

We are now becoming more aware of

the tools that can enable us to have
multiple viewpoints, readings, inter-
pretations and perceptions of the
world; that can allow us to imagine
and practice a multiplicity of alterna-
tives based on mutual understanding
or—even better perhaps—based on
a mutual curiosity to get to know
and understand each other. Physical,
digital and intellectual movements
do not have to be one-directional
and therefore one-dimensional. All
roads do not have to lead to Rome.

They can also lead to other directions

—East to West, West to East, North
to South, South to North, etc.—and
make many stops along the way.
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Like the intellectual flaneurs that they
are, artists can envision these new
routes, draw new connections be-
tween the dots on the map, explore
the world by looking at each territory
as it has never been seen before and
describe it like it has never been de-
scribed. The notion of "transnational”
as put forward by the Tate Modern’s
Research Centre might be a good
guiding principle for the art world

to perceive this process as "a way

of understanding, researching and
curating that encourages the idea
that art, artists and art histories are
connected beyond their countries
of origin. The word ‘transnational’
encourages us all to challenge and
revise dominant art histories by
highlighting the global exchanges
and flow of artists and ideas." Why
not apply this notion beyond the art
world?@

Lydia Chatziiakovou

Christos Savvidis
Curators
ArtBOX.gr (Greece)
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Lydia Chatziiakovou
& Christos Savvidis
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Performing Arts Residency
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Performing Arts Residency

Kilma hilwa (working title) is the
beginning of a research project that
first stemmed from the question be-
ing posed of "What is the placement
of the mother tongue—when it’s not
English— within artistic practices that
evolve in a surrounding where no
one speaks it?"

It is an attempt to challenge the
power of language and our habits
of always wanting to understand the
meaning. It looks for ways on how
to use language for purposes other
than communication, while con-
stantly examining the relationship
between one’s own mother tongue
(language) and other languages that
one speaks (anti-language).

Language is an element that has the
capability to define our appearance
and social status. Observing our
artistic environment in Belgium, we
notice that English—the international
language that represents an aesthet-
ic and intellectual style—is the most
used language in the performing arts
field.

Since our society is full of languages,
how do we define the term "for-

eign language"? What borders and
barriers do we create for ourselves
towards it? How can we still be
curious in something that we do not
understand?

Since Arabic will rule the stage, this
project aims to foster a dialogue

in a common language between

the performer and the spectator. It
invites you to allow yourself to break
the stereotypes and create new
associations from what you hear, see
and imagine.

Marah Haj Hussein participated
in the Halagat performing arts
residency in collaboration with
Théatre Marni and La Bellone,
in partnership with Studio 8.
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Nasrine Kheltent
& Abdellah M.Hassak

A B [+ D E
A Gare du midi (avenue Fonsny)
A2 Rue Bara
A3 Clémenceau
A4 Odon
A5 Hayvert
A6 Ransfort
A7 Chaussée de Gand
A8 Etangs noirs
B1 Emile Féron
B2 Boulevard Jamar
B3 Boulevard Poincarré
B4 Porte d’Anderlecht
B5 Rue de la Senne
B6 Boulevard Barthélémy
B7 Quan des charbonnages
B8 Ribeaucourt
E1 Avenue de la Toison d'or
E2 Parc d’Egmont
E3 Notre Dame du Sablon
E4 Gare Centrale
E5 La Monnaie opéra
E6 Place des Martyre
E7 Boulevard Emile-Jacgmain
E8 Boulevard du Roi Albert Il
F1 Chaussée d’Ixelles
F2 Porte de Namur
F3 Palais Royal
F4 Rue Royale
F5 Cathédrale Sainte-Gudule
F6 Boulevard pachéco
F7 Rogier tower
F8 Gare du Nord

Nasrine Kheltent, visual and
performance artist, and Abdellah
M.Hassak, sound artist, participated
in the Halagat performing arts resi-
dency in collaboration with Théatre
Marni and La Bellone, in partnership
with Studio 8.
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Castling

G H
c1 Porte de Hal
c2 Place du jeu de Balle
Cc3 Roger Van der Wijden
c4 Halles Saint-Géry
C5 Annessens
Cc6 Rue de Flandre
c7 Monument aux Pigeon-soldat
cs8 Bouldevard de Dixmude
D1 Hotel des monnaies
D2 Palais de Justice
D3 Joseph Stevens
D4 Manneken Pis
D5 Bourse
D6 rue de I'Evéque
D7 Quiai aux pierres de taille
D8 Parc Maximilien
G1 Rue Goffart
G2 Champ de Mars
G3 Tréne
G4 Avenue des arts
G5 Rue de Croix de Fer
G6 Van Orley
G7 Botanique
G8 Royale Sainte-Marie
H1 Rue du Conseil
H2 Parnasse
H3 Rue Belliard
H4 Rue de la Loi
H5 Marie-Thérese
H6 Rue de Bériot
H7 Rue Tiberghien
H8 Josephat
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L .(Bellone
.(Studio 8)

Performing Arts Residency

The practice of chess is a well of
legends in which different strata of
perception are intertwined. 'Castling'
in chess is a unique and condition-
ally permitted move that secures

the king’s defense. In a poetic and
metaphorical register, by juxtaposing
different media (body, video, sound,
space), the expression of castling
becomes the gestures | defend, the
words | defend, the ideas | defend...
As | move...
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The Whites open their game with
Mannekenpis at D4. The Blacks
rush for defence at Place Sainte-
Gudule. The tanners advance to
the top of the city, at the Palais
de Justice by the Place du Jeu de
Balle. From Parc Maximilien, the
black queen advances diagonally
on Boulevard Pachéco. The white
knight leaves the Rue du Conseill
and advances to the Palais Royal.
A black pawn moves from the
Botanique to Van Orley. A white
pawn advances from Parnasse to
Belliard. The pawn fixed on the
Quai aux Pierres de Taille advances
towards la Bourse. The knight
Emile Féron joins Roger van der
Weyden. The knight Ribeaucourt
finds Léon le Page. From la Toison
d’or, the white king goes to the
council, while the Goffart tower
settles on the Chaussée d'Ixelles.
The pawn Bourse raids the Porte
d’Anderlecht tanners. The pawn
Jamar is positioned on Boulevard
Pointcarré and a black madman
passes from the Gare du Nord

to the Porte d'’Anderlecht.
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Parc Maximilien ¢o JS5lo sy
.Boulevard Pachécool=sl
rue du yawdl Gwylall joley
Palais J| pagug «conseil
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Ja Bourse g pasy de Taille
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.Roger Van der Weyden |
Je Ribeaucourt gl fsy
¢l ol .Léon le Page

Jdl la Toison d'or ¢ yandl
Goffart &t Loiw .conseil
oolyi .Chaussée d'Ixelles e
Porte § cnelall Bourse gow
Jamar gaw g% .d’Anderlecht
»ou09 Boulevard Pointcarré §
Gare du (o dgul (gizo J=)
.Porte d'Anderlecht J| Nord
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https://eunic.eu/fair-collaboration
https://www.unesco.de/en/culture-and-nature/cultural-diversity/cultural-diversity-worldwide/fair-culture%255d
https://www.ietm.org/en/node/9051
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THE WEIRDO
An excerpt of a novel by Asaad Al-Hilali

—Are you originally from Liege City? I mean Liégeois?
He pondered a little, tightened his lips, and nodded
—Umm. You may say so.

He stood there since I first saw him, hence, I stood
up when I saw him and kept standing...

—Why don’t you sit? Your back needs a little rest.
You might get tired of standing that long.

He laughed mockingly:

—Sitting makes me even more tired... To stand up, means to remain
on the alert for anything. Doesn’t life need such alertness?

I mulled over what he said and was about to be
convinced, but something seemed disturbing:

—Yes, but that is like engaging yourself in a protracted endless
battle... a battle that won’t only be weary, but tedious.

He deliberately changed the subject and asked me excitedly:
—Do you miss your hometown?

I suddenly realized that a sad smile had frozen on my lips for a moment...
I could literally listen to my own heartbeat, and my fingers loosened.

—Baghdad? My one and only passion, Sir. Maybe because you
spent your whole life in Liége, you can’t realize how it feels to
be surrounded by an aura of warmth everywhere... And you see
it on every face, be it familiar or not. I have never felt alienated
in Baghdad, here I'm overwhelmed with alienation.

He laughed cheerfully and raised a glass of water:

— It is your birthday, man. Don’t be frustrated...

You are not on your own after all.

— I’'m really grateful; you really made my evening! I was really
distressed, watching closely the poor birthday cake, as if it was staring
at me, wondering, demanding its rights. Most often, birthday cakes are
surrounded by dozens of eyes, and by piercing looks and voices from
everywhere...Believe it or not, before you came, I was watching the
cake from here, then changing my position to there, and there... then

I moved around the table to look at the cake from different angles...

He broke into a fit of laughter...

\\y
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—If you want to fool the cake, you want it to
feel that there are a lot of guests...

I laughed too:

—Maybe I wanted to fool myself... I imagined my daughter standing
here, and there is my sister, and my brother standing over there, he
isn’t into birthdays. There is my daughter carrying her child... Nothing
is better than having an imagination that evokes what you've lost...

With a defeated look on his face, he stood up and approached me,
patted me on the shoulder, and there I felt a strange sense of relief...

—You seem to have lost much.
—Too much, pal. You can say I lost everything...

He returned to his place to sit comfortably, and
put his glass of water on the small table...

—That is really good. You won’t then be sad if you
face another loss. It will be easy for you.

I smiled, but something in my inner thoughts
refused what the man had said:

—Why don’t you rather say that I ought to stop my losses...
You don’t drink the same glass all at once, but sip it gradually,
and if you drank the whole glass, you won’t be able to drink
another glass. That would be hard, and so too are losses.

—You can get over the first loss, but the second will be more painful...
And when more losses come your way, it would be real distress...

His knees came closer, his back bended a little, he curled up his
lengthy arms around his legs, and said, without looking at me:

—Don’t make matters harder than they really are.

—Matters are already hard... We hardly get what we want...

success for example, or work... love... children.. Things that I don’t
understand but which are called happiness... Don’t you see that they
can be lost and before you know it..such merciless abruptness...

—My brother was killed in the war. One day, before I finished
my breakfast, | had lost all the money I had saved following
the TV anchor’s announcement of a short sentence. Such
stupid, incalculable, and totally illogical losses...

He grabbed the glass of water, sipped some water, then he said calmly:
—Idiots are everywhere, they were also here. You must have

heard of the wars that Europe suffered? They experienced all

the scourges you passed through in your countries and even

in folds, but it won’t happen again. That’s the difference.

11th March, 2019

Al
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Lessons for the Future

Expressed and put forward
by participants in the Halagat
expert roundtables.

Collected by Dounya Hallaq,

Maud Qamar, Tomas Van Respaille.

Edited by Sana Ouchtati.
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Collect documentation to

capture the expertise in

];# An idea would
be to launch a regional
Facebook group for cultural
policy researchers to share
insights and documents.

Develop platforms gathering

artists, cultural operators, and
trainers to share expertise;
e.g., capitalise on previously
created platforms which

have proven efficient and
resourceful for the sector, such
as the Med Culture website.
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Review and expand the notion

of ‘experts’ and ‘expertise’
as well as the selection of
experts by EU institutions.

Identify a larger frame of

academic qualifications),
notably by recognizing the
notion of contextual/local
knowledge as it tends to
be undervalued in the face
of technical expertise.
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Question who is labelled
‘expert’ and adjust the
definition by [ EE LT EX [EELG
emphasis on collective, rather

than individual, expertise.

Incentivise cultural

practitioners in the region
to work collectively.

Dissociate the provision

of funds from the sole
(I e.g., the funding
of a project should not be
conditioned by the presence
of certain experts.
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Obtain the agreement and

acceptance by peers of
nersons working as advisers.

I TS and provide a
means or methodology—as
well as safe spaces where
there is no pressure of
resentation—to SH EICE L

maintain critical thinking.
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, including
insights into and from failures
and mistakes, keeping in
mind that the sharing of
expertise also concerns
shared dreams and objectives,
and not only needs.

Include and capitalise on

the expertlse of the Arab

Promote transmission:
peer-to-peer learning,
training, mentorships, etc.
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Lessons for the Future

Ensure a bottom-up approach
for donors’ coordination)y (=
civil society organisations

and beneficiaries are

present and participate.

Inform and advise donors
regularly.

Ensure full transparency
and accountability of the

production, management,
and dissemination of
GVEL TS, based on context
analysis in programming

and implementing

cultural projects.
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Share best practices:l:Elfh1]:)

decision-making models,
grant-making schemes, and
governance among artists and
cultural institutions so as to not
rely on external funding only.

Ensure and sustain the

=1+[(+]3: cultural actors and
practitioners from the Arab
world are moving their
activities and capital abroad
thereby leading to a major
lack of local expertise (i.e.

a brain drain to Europe).
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improve the results and
impact of cultural cooperation
between the EU and Arab
countries. This requires first
and foremost laying the
foundations for mutual trust
and transparency on agendas.
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W\ RN L[ capitalise

on successful cultural
cooperation programs and
commit to a move towards a
results-oriented approach
(with shared commitments and
a clear evaluation framework).

impact of the projects
(not only monitoring
and evaluation).

POSITIVE EXAMPLE

The Rambourg Foundation (Tunisia)
created an ecosystem that allowed
experts from outside the cultural sector
to talk about shared experiences.

RESOURCES

"In search of equal partners: on being
a SWANA artist and cultural worker in
the EU": a study by Yamam Al-Zubaidi
published by Culture Action Europe:

221 wlnl Jolv A


https://cultureactioneurope.org/news/new-publication-in-search-of-equal-partners-on-being-a-swana-artist-and-cultural-worker-in-the-eu/

Correspondaences

The "Correspondaences”
platform was established after
the explosion on the 4th of August
and in the wake of the devastating
economic crisis and total collapse
that afflicted Lebanon.

How can we help artists in Lebanon
today, be they pioneers of plastic
art, film directors, musicians, writers,
performers or others? Above all,
how can we stop assuming each
other’s needs, but let everyone
express themselves? It is with this
reflection that Sandra Dagher,

Tarek Atoui, Joana Hadjithomas,
Khalil Joreige, Sandra Terdjman,
who are all volunteers, artists or
actors in the Lebanese and French
cultural scene, have created the
"Correspondaences" platform, an un-
precedented entity intended to form
a community of mutual aid, with the
hope that those who find it useful to
them today will become tomorrow’s
correspondents.

"Correspondaences" is a flexible and
horizontal structure wherein one will
not find any calls for nominations,
competitions or selections. Rather,
Correspondaences caters to the
needs of artists, rather than estab-
lishing frameworks for filtering sub-
missions. The response provided by
the team is tailored to each individ-
ual’s needs. One of the basic needs
is sharing, including an exchange of
views, to break the isolation caused
by the grinding Lebanese crisis exac-
erbated by the COVID-19 pandemic.
The idea is to extend assistance on
two levels: first in Lebanon itself to
the artists living there, but also in
France and in the rest of Europe for
artist expats who often feel lost.

242

Inresponse, the platform has
developed several programs:

Reporters: Profiles vary greatly.
They are artists, curators, journalists,
intellectuals, film directors, musi-
cians, writers, or choreographers, all
of whom voluntarily pledge to listen,
to share, and/or extend help. The
ultimate goal is to get together, ex-
change views, and create a friendly
and professional network in which
everyone learns from the other and
exchanges experiences. This is how
real bonds are forged, giving rise to
numerous aspects of cooperation.

(Portfolio) program, where some-
one from the world of art in Lebanon
is asked to help an artist who needs
and wishes to create his or her
profile. We know how important and
difficult this is to do at the beginning
of one’s career.

The Travel Grant Program is availa-
ble to provide the opportunity for the
travel necessary to breathe when a
situation becomes unbearable, and
when a person needs to relocate
temporarily or for a professional
reason "outside the framework of

an institutional invitation" (such as
residencies, exhibitions, festivals,
etc.). We are here to help with this
temporary relocation, since this pro-
gram is for people who want to stay
in Lebanon and continue to live there
in spite of everything.

Sharing of Expertise

Finally, our latest initiative is to
establish a place in downtown Beirut,
in Gemmayzeh, which would be

a space for meetings, exchanges
and conversations, discussions,
debates and presentations between
artists, and sometimes with certain
professionals who visit or reside in
Lebanon, far from societal problems
and issues related to different gen-
erations and sectors. What we really
need is sharing, horizontal action,
solidarity and generosity.

In a few words, "correspondaences"”
is: One year since its inception, 96
applications received, 10 cases of as-
sistance to create portfolios, 5 travel
scholarships granted, more than 60
meetings organised with reporters or
project founders to obtain technical
or management advice.

www.correspondaences.org
Instagram: @correspondaences

Sandra Dagher
Tarek Atoui
Joana Hadjithomas
Khalil Joreige
Sandra Terdjman

| Founders
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Marwa Zein Khartoum Offside Cinema

A group of exceptional young ladies in Khartoum are
determined to play football professionally. They are
prepared to defy the ban imposed by Sudan'’s Islamic
Military government. Their battle to be officially
recoghnized as Sudan’s women'’s national team is fear-
less, courageous and often humorous, although their
struggle is unwavering. Through the intimate portrait
of these women over a number of years we follow
their moments of hope and deception. FIFA gives the
national football federation financial assistance to
help women's teams, but it continues to marginalise
women's football. However, there is a new spark of
hope when the elections within the federation could
mean real change for the entire system.

Khartoum Offside
SD/NO/DK, 2019, 75
Director: Marwa Zein /
Production: ORE Productions,
Stray Dog / Cinematography:
Marwa Zein / Editing: Mohamed
Emad Rizq / Sound Design: Sara
Kaddouri / Music: Tunde Jegede
Screened at Bozar, 22 May '22,
followed by a Q&A with Marwa
Zein moderated by Djia Mambu

o
Marwa Zein is a Nubian film

I director, script writer, producer
and an advocate for women's

rights through her work.
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Performing Arts Residency

Eman Hussein The Smell of Cement
is Very Sharp
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Eman Hussein The Smell of Cement Performing Arts Residency

is Very Sharp
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Eman Hussein The Smell of Cement Performing Arts Residency
is Very Sharp
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Eman Hussein is an independent dancer, choreographer and dance filmmaker based in Cairo. She studied dance,
street art, theatre and martial arts. Her works merge labourers’ daily movements and contemporary dance, amongst
other arts. Working with individuals outside of artistic institutions is her main inspiration. She collaborates with crafts-
men and workers, and lives with them at their workshops to learn their movements. Her dance films combine aspects
of public space and contemporary dance movement.
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Abd Al Hadi Abunaleh

As the panel of experts discussed
during the roundtables, exper-
tise is not only acquired through
degrees, but also through field
experience. We asked Abd Al Hadi
Abunahleh, co-founder of Studio8
—one of the first registered dance
organisation in Jordan—about

the obstacles he has encountered
throughout his career and how ex-
pertise can be shared with others,
especially with new generations.

In
Conversation
with Abd Al
Hadi Abunaleh

by Dounya Hallag

Where were you trained to
become adancer?

Abd Al Hadi Abunahleh At home,

| used to run into dancers in the
streets from the age of 15. | spent
nine hours a day training, and would
eventually convince my younger
brother to join me. Then we became
a group of six dancers, the Break Fu
Dance Crew. Upon graduation, my
parents wanted to send me to the
Gulf to work in the banking sector.
They almost convinced me that in
Arab societies, artists are seen as
losers, people without insurance,
without prospects. And | think they're
not wrong. In a way, Studio 8 is an
exception to the rule, a little miracle!

Before | left, we set up Live and Alive,
an ephemeral troupe to perform
contemporary dance. We performed
in the streets and on Facebook. In
2013, Ren, a visual artist, gave me
proposals for artistic projects, and
we rented a flat to have a space for
our projects. To pay the rent and to
live, we gave dance classes. This is
how Studio 8 started. Ren became
the co-founder of Studio 8, along
with my younger brother and myself.
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How did you establish your own
entity as the first organisationin
the sector?

A.A. Based on local needs. Upon
my return from my studies abroad in
2015, we started to think in a more
structured way. First, we had set a
goal: to create a small ecosystem for
dancers in Jordan. We then started
to advise the apprentice dancers

to become teachers, or to work on
producing their own work.

But where could they showcase and
exhibit their work in Amman? We had
to put together a programme our-
selves that would give them the op-
portunity to perform there! Once this
decision was made, other questions
arose: who would produce? Studio

8 or the dancers themselves? So, we
created an incubation programme.
We brought in mentors and offered
financial and technical support. We
created an independent performing
arts festival to give a place to this
Jordanian scene. Then, it occurred
to us to allow Jordanian artists to
showcase their work abroad. Our
structure had begun to take shape to
meet the needs of artists and open
up people's minds!

How did yourise to fame on the
local scene?

A.A. We became a small troupe,
working with museums, galleries,
and residencies. At the beginning,
we couldn't get out of the circles

of professional dancers and reach
the general public because we all
asked ourselves the same question:
is dance an art? But once we realized
that yes, dance is an art, it was easier
to present ourselves as artists, to pro-
pose new concepts and to structure
ourselves. The institutions opened
the doors for us more readily as
artists than as dancers. We were paid
for the production costs on the basis
of the projects we proposed. At the
time, we knew that there were fund-
ing possibilities, but we didn't have
the culture of funding or establishing
partnerships... We didn't know where

Sharing of Expertise

to start. We didn't even know how to
make programs!

You mention project-based funding
and the lack of training in financial
management. How did youmanage
to find stability in funding?

A.A. We made the choice to let go
of our collective status and become
a company in 2017 because we

had ambitions and our budget had
changed. We had to register as a
non-profit company, as our main
source of funding was (and still
remains) donations. This registration
took a year and a half, since in Jordan
there is no category for companies
specialising in dance. Against our
will, we became activists, advocat-
ing for this category to be officially
recognised. After a year and a half,
we ultimately managed to succeed.
Today, any dance company can
register officially in Jordan!

Now we have a dance lab and an of-
fice space. We have four employees,
including an auditor, an external au-
ditor and a lawyer. We have a very im-
portant supportive circle: experts and
artists, both Jordanian and foreign.
However, after so many years, we still
do not have any local financial sup-
port, only foreign support. Foreign
funds are problematic because when
we receive money from abroad in the
bank, we have to be approved by the
ministries. Our last funds remained
blocked for a year and a half while |
had to personally pay out our salaries,
insurance and the costs of the festi-
val. This had serious consequences,
both psychological and financial. We
almost closed up shop!

In the same vein, we are very much in
demand abroad (festivals, expertise,
mentorship), but we have never

been invited to Jordan. This gives

us the impression we are not being
recognised.

Isita political issue?

A.A. In fact, we have to remain sensi-
tive to the political context of the day:

oV



when the authorities are a bit liberal
and like the arts, we can breathe. Yet,
if they are more conservative, we are
looked down upon. Let's not forget
that in the hierarchy of arts, we danc-
ers are lie at the very bottom.

Yet, we have learned to deal with it.
We had a particular experience with
the first version of our independent
festival in 2019. Journalists attacked
our festival for being immoral, aiming
to encourage debauchery and pros-
titution, and that it was inappropriate
and went against Jordanian values.
They even fabricated photos to
display a fake atmosphere of a disco-
theque with alcohol and drugs, which
was reported on by all newspapers.
None of them took the time to truly
inquire about us. | was immediately
summoned by the secret service
officials and the municipality, who put
in front of me documents requesting
my conviction. They were surprised
to see how young | was, and advised
me to be careful with my language,
to ask the municipality's permission
before organising a festival, as well

as to obtain permission from the
intelligence services, and to contact
journalists. For the next edition, this is
what we did. We made a press release
to explain our approach. In 2021,
everything was perfectly legal and
even supported by the town hall and
the press. This is one of the lessons
learned that | would like to pass on

to anyone who wants to organise an
event in Jordan. It took us several
years, and we even hired someone
full time to make sure that everyone
understood the objectives of Studio8.

Today, we are approached by people
from the world of arts to seek our
expertise: how to register a compa-
ny? How to find and obtain funding?
How to gain artistic expertise? Which
lawyers can help us? Who to contact
in case of problems?

What are the challenges
you face now?

A.A. The challenges are numerous,
but the main issue is security: how do
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we protect ourselves? | sometimes
feel that we can disappear overnight.
There is something unpredictable
here, and if you want to plan for one
or two years, it's complicated! This is
also why we are currently seeking to
register abroad.

Secondly, how to organize the sec-
tor? Even at the Ministry of Culture,
we don't have a cultural policy. Each
association makes its own policies.
Jordanians are a diverse group, with
various tastes and interests, and
purchasing power. While interest

in the Jerash Festival is high, there

is a lot less interest in local theatre.
Many of my fellow artists say that the
root problem, very likely, lies in our
education system, since arts were
removed from the curricula of state
schools in the 1970s.

Finally, there is a real problem of
access to the stage. In Studio 8, we
have all the skills, but we lack the
space to produce our creations. We
have held an international festival
(48 international artists in the first
edition), but we focus primarily

on Jordanian artists. One of our
projects therefore is to create a
curriculum for performing arts with
local and international partners and
universities. We are working hard to
provide international opportunities
for Jordanian dancers, since we
ourselves had been dancers without
local opportunities, thus we strive to
safeguard the coming generations
from this problem.@®

wlnl Jolv

alos gai GOl aue

o1



Abd Al Hadi Abunaleh
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Alaa Minawi

"2048 - identity in dissolution" is a
project that researches invisibility
and the power that lies within its para-
meters. It presents itself as a "tool for
existing" within, or better said, away
from oppressive power structures. In
this invisible place, a cosmos is being
created. The question then becomes
who has access to it and who does
not. In spite of that, there are perfor-
mance-related reasons for a need

to be invisible given the systematic
oppressive behaviours against indi-
viduals and communities.

"2048 - identity in dissolution" is the
last part of an artistic research that
started in 2016 tackling belonging
and its relationship to physical
spaces and is being concluded in
2022 with the notion of invisibility.

Stages of invisibility
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2048 - identity in dissolution
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The performance takes the expe-
rience of Alaa; the son of a Lebanese
mother who, by Lebanese law, can-
not pass on her citizenship to him. In
Lebanon, only men have the right to
pass citizenship on to their children.
Alaa instead receives his father’s
Palestinian passport, and thus a

dual identity crisis arises, alongside
the constant inability to be a part of
Lebanon becoming prominent. The
performance goes through the racist
and discriminatory experiences that
led Alaa to eventually decide to be in-
visible. At some point, the spectators
are led towards their own personal
experiences of hiding their identities.
At the end of the performance, Alaa
invites the spectators to meet him

in person, only to find themselves

in another room with an installation

involving them.

Stages of invisibility
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"2048 - identity in dissolution" is
planned to be premiered in Beirut in

January 2023.
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Alaa Minawi 2048 - identity in dissolution Performing Arts Residency

The performance takes place in a house. It is not Alaa’s house, as
Alaa is also a guest in it. The scenography does not interfere with
the existing elements; rather, it tries to navigate and find itself within
it. Alaa adapts the hosting house to the script and the spectators’
experience. The process starts by visiting the designated host’s
house a few days before the performance on a daily basis. Then,
sensing the routine, energy, connections, and house rules of the
space, adapts parts of the house’s elements to his performance.

The performance starts with Alaa creating a WhatsApp group,
with Alaa communicating with the audience through the WhatsApp.
He apologises for not being able to be with them in person.

Alaa Minawi is a Dutch-Lebanese-Palestinian artist based in Amsterdam, the
Netherlands. In his practice, Alaa tries to explore the possibilities for merging  Alaa Minawi participated in the
installations and the performing arts. He also tries to involve the audience, not  Halagat performing arts residency

only as active participants, but rather as an integral element in the structure in collaboration with Théatre Marni
of the performance; for that, Alaa diminishes the role of the performer and and La Bellone, in partnership with
highlights the presence of the spectator. Studio 8.
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Mai Masri Beirut Eye of the Storm Cinema

Beirut:

Four young female artists in Beirut document a
turbulent period in Lebanese history, from the
momentous October 2019 uprising against the
ruling regime to the subsequent lockdown and
then, just months later, the massive explosion at
the port. Noel and Michelle are two multi-talented
sisters whose avant-garde songs have made
them the voice of their generation. Hanineis a
cutting-edge journalist whose in-depth outlook
defies her young age and takes us to another
side of Lebanon we rarely see. Lujain is a fearless
Iraqi camerawoman who has a unique insight
into the Lebanese uprising and its connections
to the Arab Spring. Will the young women be able
to hold onto their dream of a new Lebanon?

Beirut: Eye of the Storm

LB, 2021, 75'

Director: Mai Masri / Production:
Mai Masri, Sabine Sidawi,
Charlotte Uzu / Cinematography:
Jocelyne Abi Gebrayeln / Editing:
Carine Doumit / Sound: Mouhab
Chanehsaz, Raed Younan / Music:
Fadi Tabbal

Screened at Bozar, Brussels,

16 March '22, in the framework
of L'heure d'hiver Beirut in
collaboration with Mahmoud

Storm

Darwich Chair
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The second Halagat Impro Session
brought together seven musicians
from Europe and the Arab world

at Werkplaats Walter, Anderlecht
(Brussels) in May 2022 to co-
create and perform together
under the direction of renowned
percussionist Khaled Yassine and
in partnership with the Amman
Jazz Festival. The focus was on
ethnic and folk music. After an
open jam session and a concert at
Bozar, we met Khaled Yassine to
get hisimpressions on these five
days of musical exchanges.

Beyond
the Scene

K.Y. Yes, artistic, conceptual and
social problems. Our meeting

was not only musical, it was also a
meeting on a social, political and
human level. These are dimensions
that run through us as individuals
because they are issues specific to
the style of music we play and the
geographical place we live in. When
we play what we play, what mean-
ing does it have? What is the social,
political, human meaning of our
music (which is aimed at a particu-
lar audience)? How does the band
function? Does it need a hierarchy?
Music is a rich experience and |
think we managed to find a working
method that everyone could relate
to. So, the game was to start from
all the problems inherent in these
dimensions. To start where it's hard-
est, not the other way around.

31" ks & Lual>

to modernise, but to ask ourselves at
every moment: "Is what | am doing
valid? Does it reflect my present,
today and now?" With traditional
music, it is much more difficult. As
soon as you take it out of its original
framework, people often say that it
"shouldn’t" be like this or like that. In
fact, it was not like that. Its past was
not "like that". But we don't know

its present. And we have to find an
answer to that.

Today, from traditional music, we
have created "world music," or trends
towards Jazz. All those who come
from traditional music are based on
these trends. So, our question is: are
there other methods that would open
up a new horizon for this traditional
music, or have we already covered

all the bases? Can we propose other
solutions based on our personal

Sl oo 122 Jiad Gaswell 03 Of (ro ASWI Koy wans

Interview
with Khaled Yassine
by Dounya Hallaqg

What was your role in this
residency?

K.Y. | felt that my job was to get
them to share their experiences, to
collaborate in a certain direction,
but without having a pre-deter-
mined order. To create a space to
ask all the questions we encoun-
ter in our practice that we don't
dare to ask seriously elsewhere.
This meeting was an opportunity
to do so. | see my role more as a
"problem starter" than as a mentor.
| quickly realised that all of us
could play this role. The musicians
present were all excellent, and we
knew that all of these problems
were going to arise and that we
were all going to try to find solu-
tions. That was our common thread
during those few days of work.

A "problem starter"?
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Are the problems you

mention linked to the nature of
traditional music and the fact that
itis difficult to create space for
improvisation?

K.Y. In my opinion, we should rather
start from the following question: what
does it mean to be a traditional musi-
cian today? What can our relationship
with the present be, as players of tradi-
tional music? Traditional music cannot
express the condition of a modern
human being, it is rather a reflection of
a human, political and social situation
defined in history. But when we start
from this problem, the question of
what it means here and now becomes
essential. The traditional musician
defines himself as someone who
carries the past with him, and so the
question of his relationship with the
present remains unanswered! How
can we ensure that this music is part
of the present? This is a question that

| ask myself on a daily basis, because
my musical instrument, the drum, is
considered traditional.

We are looking for a present solution
to a present problem. The aim is not

wlnl Jolv

experience and thus open up other
worlds while continuing to work on
"traditional" music? Can we make it
present, modern, without detracting
from its complexity and bringing it
into another framework?

So, my aim was that everyone would
go home after these five days with
all these questions in mind, with a
process that would perhaps help us
to find an answer.

So, it's a working method that
starts with the problems and
differences of each person.

K.Y. Yes, there was a space where
everyone could explain their own
problems and thus engage with the
group. There were however musi-
cians for whom it was difficult. We
didn't force anything, but even these
people’s positions evolved from day
to day. The most important thing
for me was to work on these issues
and on the process, rather than the
musical result.

In concrete terms, how did the

meeting go in terms of linking the
musicians together?

&l
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K.Y. It was very easy, there are so
many links between Arab, Turkish
and Iranian music. But we didn't want
to do what we already knew and stay
within this common already-known
style. Everyone has experienced

the crisis caused by the issue we

are concerned with. It is a practical
question, rather than an abstract and
philosophical one.

The idea was to agree to try
everything, to shy away from what
we already know, from the precon-
ceived image we have of what we
know and of our musical profile. This
process was revealed during the
residency. To open doors, we have to
be comfortable with changing our
attitude! We took turns proposing our
solutions. Musicians coming from
other backgrounds also proposed
solutions.

| had prepared several exercises as
a starting point in order to get the
musicians started and to establish
a different balance in their relation-
ships and in the group. We tried

to answer a big question: what
scares me the most? Because after
confronting those fears, everything
becomes much easier. | thought
that this experience could accom-
pany us for more than five days,
and change something in our lives.
It's a methodology I've used with
other bands, but this was the first
time | tried it with musicians | didn't
know. Ultimately, we managed to
foster a very strong collective bond
between us.

My work was always collective
with the whole band. Individually,
we worked side by side, during
exchanges outside the moments
of creation. We worked nine hours
every day!

Did you record the songs you
played during the rehearsals?

K.Y. No, because the most impor-
tant thing is what we take away from
the musical experience, not what
we hear from the direct results of

264

the exercises. The experience is
what we are living now. | wanted us
to maintain this state of awareness
that we had during the musical
performance and to take a stance
immediately afterwards. This very
rapid sequence allows us to find
solutions quickly and to put things
into perspective. Exercises do not
produce good music directly. We
try, we search, and we cannot have
"acceptable" results immediately.

If we record them, we will remain
stuck on the fact that the music is
not good. It's unfair because we've
asked difficult questions, so it's
normal to be confused. If we record
this confusion and listen to it again,
we will judge ourselves harshly and
want to justify ourselves. On the
contrary, everything should be kept
light and should go with the flow!

How did you spend the last day
before the concert?

K.Y. We rehearsed together. We
agreed that we would play without
stopping, without applause. This
requires a bit of preparation. Then
we did the sound check. We were
very well taken care of. Before we
went on stage, | think | was the most
worried | had ever been. All of a
sudden, | felt the weight of respon-
sibility. The roles were reversed, the
others were now trying to reassure
me! | decided at that moment that |
would not speak on stage, so as not
to create this relationship of power,
meaning not to direct things, be-
cause it really was a collective work.
Those who wanted to speak were
able to do so, and that was a great
initiative! This contributed to the im-
pression that we are an actual music
group, and not just a few musicians
who came together at a workshop.
It all came about spontaneously.

What would you call what you
presented on stage on the last
night?

K.Y. A presentation of a five-day

meeting built around Middle Eastern
music.@

Sharing of Expertise

Music Residency

Khaled Yassine is a self taught musi-
cian, mostly known for his work with
the Anouar Brahem Quartet, and the
Alif, Lekhfa and Tarek Yamani trio.
Khaled Yassine’s unique approach
to drums and percussion made him
one of most sought-after musicians
in the region. He is also known for
his collaborations with different art
forms like contemporary dance/
theatrical productions, installations,
and documentary films.
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Samaher Algadi As | Want

As | Want

Cairo, January 25, 2013. An
explosion of sexual assaults
takes place in Tahrir Square on
the second anniversary of the
revolution. In response, a massive
outpouring of enraged women
fill the streets. Director Samaher
Algadi picks up her camera as

a form of protection and begins
documenting the growing
women's rebellion, not knowing
where the story will lead her.

As | Want
EG/DE/NO/FR/PS, 2021, 88'
Director: Samaher Algadi /
Image: Samaher Algadi, Karim El
Hakim / Editing: Gladys Joujou
/ Composer: Naissam Jalal /
Executive production: Prophecy
Films

Screened at Bozar, Brussels,

7 December'22, followed by a

Q&A moderated by Elli Mastorou.

268 Sharing of Expertise

Cinema

Samaher Algadi is an emerging voice
in Arabic documentary filmmaking.
Her work focuses on women and
dissident artists in the Middle East.
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Sabrina Kamili

This is the continuation of the
interview with Sabrina Kamili

in which she shared with us her
reflections on the emergence of
therole of the expert.

In
Conversation
with Sabrina
Kamili

(3/3)

by Dounya Hallaqg

Another recurring pointon
the issue of funding is that of
defining the role of the expert
in funding programmes and
the allocation of funds.

Sabrina Kamili This is a title that the
institutions came up with. | wonder
how you become an expertin a
territory overnight? Is it only because
you have received an email that has
defined you as one? The programme
allowed us to discuss this, even if it
was not on the agenda we were sup-
posed to discuss. It was exceedingly
interesting to see how aligned we
were on this issue. For example, how
do we conceive of expertise in more
vernacular terms, more in tune with
the variety of contexts? Those at the
end of the line, artists in particular, can
also be experts because they can tes-
tify to the impact of the programmes.
The pooling of knowledge and experi-
ences is also part of expertise.

Regarding our sharing experiences, a
milestone has already been reached.
Today, in meetings and seminars

like Halagat, we hear about the
bolstering of local expertise, and not
so much about the transfer of skills
from North to South. | believe that
institutions have understood this—an
achievement in itself, even if there is
still room for improvement for the full
recognition of local expertise.

270

(3/3)

In some cases, local management’s
expertise or capacities are underval-
ued, hence an expert is imposed to
supervise or train the local workers.
This is quite a sad situation. We
should rather identify the fields of
expertise that would be especially
relevant, and it is necessary to renew
the banks of experts and to blend
foreign and local expertise. For
instance, a firm in Brussels can be
matched with a firm established in
Algiers; thereby, we can cooperate in
the field of expertise.

The exchange of expertise is of par-
ticularly great value, especially when
it is difficult to find niche expertise
(impact assessments, intellectual
property, etc.). It is therefore useful
to have funding possibilities and to
gain external technical support. For
example, in Morocco, we have little
experience on how to train the advi-
sors of cultural project management
or intermediaries. External expertise
is therefore welcome! Especially as
there have been highly successful
exchange experiences, such as those
offered by the Erasmus+ and Horizon
Europe programmes which work
extremely well in Morocco.@
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